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PREFACE 


T hese Essays, like those in the first 
series, are reprinted from the Times 
Literary Supplenieivt, One or two reviewers 
accused the essays in the first series of 
optimism, by which they seem to have meant 
the absence of pessimism. I hope they will 
find the same fault with the second. 
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MORE ESSAYS ON 
BOOKS 

Walt Whitman ^ o* o o 

W E are pa^ surprise at Walt Whitman 
now, past the first tittering and partisan¬ 
ship. We are used to his art, his character, his 
doctrine; yet we have not made up our minds 
about him, and for the time his case stands 
over. About his very method we are doubtful; 
he succeeds with it often enough; but we are 
not sure whether he made the best of himself 
with it, whether he was not wilful in his refusal 
to attempt a more difficult way. And, as it is 
with his method, so it is with his doctrine. As 
he tries to shout himself into poetry, so he tries 
to shout himself into faith and joy; but is 
there behind all this shouting a fear lest he 
should break down if hfr were to stbp and thinli ? 

Reading him again, one doubts whether he 
has told the whole truth even about himself as 
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known to himself. He ngnst have had more 
misgivings; not merely misgivings of cowardice, 
but those searchings of the heart that make 
for subtlety, tenderness, and faith. A man can 
cut himself off in life, as in art, from infinity; 
he can aim at a lower success; and did 
Whitman aim at a lower success in both ? fie 
resolves what he will believe, as how he will 
write, and then with an obstinate “will to 
power” carries out his resolve. He says to 
himself and to all men, “ Thy sins be forgiven 
thee.” But the question asks itself—Are they 
forgiven after all? “Clear and sweet is my 
soul, and clear and sweet is all that is not my 
soul.” Say that often and loudly enough, and 
will it be true ? If you make it true for your¬ 
self, have you not lost something? Not in 
Whitman's language nor in his mood would it 
be possible to write King Lear or Hamlet^ or 
any equivalent to them ; what is Inore, he has 
cut himself, and any follower of his, off from 
the possibility of writing anything in that vein 
or with that beauty, however inferior. He is 
different m kind from writers of the first order, 
as Rubens from Michelangelo, different not 
ofly in power, but in possibility. There are 
much smaller writers who yet have written a 
single lyric far beyond his best, because they 
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^ad always the highest in mind. He had not; 
his way-of writing, as of thinking and feeling, 
is a makeshift, a despair of perfection. He is 
at the opposite extreme to an epigrammatist in 
the Greek Anthology; but there is something 
to be said for Meleager and against him. 

But since Whitman has done many things 
well, why complain that he has not done them 
better ? The answer is that one cannot 
separate his art from his doctrine, for it is a 
part of his doctrine. He willed to write 
as he willed to think and feel; his method 
was a part of his conduct, its very meinners 
were the manners of a democrat in literature 
according to his conception of democracy. So 
we are right to ask whether or no this method, 
like this doctrine, is capable of producing the 
highest; for, if not, mankind will never be 
content with it. ^ It is no excuse to say of an 
artist that he is a pioneer; we know now 
that Giotto is to be valued, not because he was 
a pioneer, but because he was Giotto. His art 
would have been forgotten if it had not a 
positive and absolute excellence; and it has 
that because he was aiming at the highest 
possible in art and c^d sometimes achieve^it. 
So it is with doctrine; it also must aim at the 
highest possible, like the Sermon on the Mount; 
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but can we accept Whitman's doctrine as aim¬ 
ing at the highest possible? Is it not at its 
best a mere release, a reaction, a getting rid of 
litter and lumber; and is not that also true of 
his way of writing ? Compare him, for instance, 
with Poe. Poe has no inspiriting doctrine; in 
his art he does not free himself from feudal 
fetters”; but is there in all the Leaves of 
Grass anything that moves us like The Sleeper ? 
Tolstoy, no doubt, would say that we ought to 
like Leaves of Grass best; but in the matter 
of art there are no oughts. The wind bloweth 
where it listeth. There was in Poe the passion 
for perfection, not for release or reform; he 
was half pedant, but the other half divine poet. 
Whitman's voice, compared with his, is hoarse 
and strained, as if he were speaking to a crowd, 
not whispering to himself what he had heard 
from some enchanted distance. The Grace of 
God sometimes descends on Poe, but if ever it 
descends on Whitman, he must himself com¬ 
ment on it and point its moral. 

Besides, Whitman sets out to be a philosopher, 
however much he might himself dislike the 
word. The first of his Inscriptions begins:— 

tone’s Self Psing, a simple separate person, 

Yet utter the word Democratic, the word 
£n-Masse. 
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*He is always, and consciously, concerned with the 
problem of the Universal and the Particular; 
and he is a mystic in his solution of it. That 
is to say, he insists on his own experience that 
they are one, if only you see them both in¬ 
tensely enough. It is not by arguing that you 
can reach the truth, but by attaining to it 
in Heaven-sent moments. The mystic always 
appeals to experience. Whitman says. You 
may talk as you choose, but I know. So the 
statement of the mystic should be art rather 
than philosophy: his business is to draw the 
truth he has seen so that we may see it and be 
convinced by it. But often Whitman does not 
draw it, he merely talks about it, as in the 
lines we have quoted; he tells us that it is so 
again and again, as if we would accept his 
authority for it, when what we need is his 
art. 

So he has got a great part of his popularity 
from those who were grateful to him for saying 
so firmly and so often what they wished to 
believe. He did free them from old bogies; 
and, if it were possible for mankind permanently 
to believe anything because it makes them feel 
cheerful, he would ^ permanently a gjpat 
philosopher, a great divine. But the history 
of thought and of religion proves that men^. 
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cannot permanently believe anything because* 
it makes them feel cheerful; indeed, they have 
a strange turn for believing, with little or 
no reason, what makes them feel miserable. 
They are irrationally haunted by bogies and 
primeval fears, from which Whitman would 
free them by shouting loud and cheerfully. 
There he is like Browning; and sometimes 
both irritate us, aas if they were cheerful old 
men saying that it is a bright fresh morning 
when we ourselves shiver in the bitter east 
wind; their philosophy seems only the result 
of a good circulation. But we want a philo¬ 
sophy and a I'eligion true for all men and for 
ever:— 

I say no man has ever yet been half devout 
enough, 

None has ever yet adored or worshipped half 
enough, 

None has begun to think how divine he himself is, 
and how certain the future is. 

We can believe that doctrine when it is ex¬ 
pressed in music, when it carries its certainty 
in its own beauty; but Whitman’s mere “I 
say ” is not enough, except for those who have 
the will to believe already. 

^o much against Whitman, which needs to 
be said how if we are to reach his real truth 
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«nd beauty; for we can reach them only when 
we have seen through his willed cheerfulness. 
He was a man not strong enough in art or in 
life to do without that willed cheerfulness; it 
is for him a defence like irony, though a newer, 
more democratic, more American defence. 
Because the Americans are a nervous people, 
easily cast down, they will to be always bright 
and cheerful and practise smiling outwardly so 
that they may smile inwardly. They have 
a method of living always up to their own 
story; and Whitman does in Leaves of Grass 
live always up to his own story of the universe 
with a wondei*ful American innocence; but 
read them carefully, and you will often find in 
them the pathos of a bright Ameiicau mother 
still smiling though her child is dead. In spite 
of himself and his doctrine that all is well for 
ever and ever, still he cannot refrain from pity 
and tears:— 

O Captain, my Captain, rise up and hear the 
bells; 

Rise up—for you the flag is flung—^for you the 
bugle trills. 

For you bouquets and ribbon’d wreaths—for you 
the shores a-crowding, 

For you they call, tlte swaying*mass, their lager 
faces turning; 
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Here Captain, dear father t 
This arm beneath your head! 

It is some dream that on the deck 
You’ve fallen cold and dead. 

Clumsily he returns to the old forms to express 
the old grief he cannot and would not expel 
with his new philosophy. Still men die and 
still we must mourn for them, not in cheerful 
catalogues, but in music; and Whitman takes 
up the old fiddle and plays on it like a beginner 
because, as it was the fiddle his fathers playedni 
so he feels the unanswerable sorrow they felt. 

More than philosophy, art tells us the truth; 
for the most sincere philosopher tells it con¬ 
sciously, but the artist tells it unconsciously. 
He need make no i^ology for the universe; he 
need not trick evetf^imself into believii^ that 
he is happier than he is. And so Whitman 
tells the truth most about himself, and about 
life, when he is most an artist. His best poems 
are those nearest in rhythm to ordinary 
verse:— 


The moon gives you light, 

And the bugles and the drums give you music, 
And my heart, O my soldiers, my veterans. 

My heart g^ves you love. 


He bfmost serious when most musical, when 
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fill, when the universal rhythm beats through 
his words. The Song' of Myself is a very 
interesting essay; you can agree with it here, 
and there disagree; sometimes you feel that 
Whitman is very laboriously making a fool of 
himself in it, like a man who wears absurd 
clothes on principle; sometimes you are sur¬ 
prised by a satire like that of Christ upon the 
Pharisees, as in the famous lines in praise of 
animals:— 

They do not sweat and whine about their condi¬ 
tion. 

They do not lie awake in*the dark and weep for 
their sins, 

They do not make me sick discussing their duty to 
God, 

Not one is dissatisfied, not one.^ demented with 
the mania of owning things, . 

Not one kneels to another, nor to his kind that 
lived thousands of years ago. 

Not one is respectable or unhappy over the whole 
earth. 

But then we rem^^ber that some of the 
greatest men, such as St. Augustine, have 
lain awake in the dark and wept for their sins, 
and also that we do not know enough about 
animals to say what Whitman says about 
them. In them, too, there may be the be^U- 
nings of penitence, of property, of sncrfjbery 
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even; it is only that they cannot talk to vs 
about these things. But these doubts do not 
arise over the Dirge Jor Two Vetercms or over 
Pi(meers\ in them the rhythm carries our 
whole mind with it. They tell us of Whitman’s ^ 
real values, not of his creed. It was the war 
and Lincoln that moved him beyond ‘his 
principles; they tore his heart, they made him 
live and feel, not according to rule, but to a 
music not his own— 

Spirit whose work is done—spirit of dreadful 
hours, 

Ere departing fade from my eyes your forests of 
bayonets. 

Spirit of gloomiest fears and doubts (Yet onward 
ever unfaltering pressing), 

Spirit of many a solemn day and many a savage 
scene—electric spirit, 

That with muttering voice through the war now 

closed, like a tireless phantom flitting,- 

Touch my mouth ere you depart. 

That spirit did touch his mouth. We hear 
it if we read him now, when we too have known 
the same dreadful hours and won a victory in 
which w*^ cannot exult. To Liberty he 

Lo in these hoprs supreme, 

iJo poem proud 1 chantinf bring thee, nor mastery’s 
rapturous verse, 
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B%t a cluster containing night’s darkness and 
blood-dripping wounds, 

And psalms of the dead. 

There his method justifies itself aud expresses 
his own mind. The war, as he saw it and felt 
it so close, was beyond art for him, beyond 
beauty, beyond a song of victory. He thought 
and spoke of the cost of it, and had just faith 
enough to believe that the cost was not too 
great. But no pacifist could reproach him 
with an easy acceptance of war, though 
in other poems one might reproach him 
with a too easy acceptance of life. The weak 
point of his philosophy is that in proclaiming 
all things good he is in danger of emptying all 
things of value. But, when he speaks of war, 
this danger is gone. Then he knows that 
there is evil indeed which canQot. be outfaced 
by high spirits. And we know as we read him 
that he did outface it with something better, 
with sorrow and pity and forgiveness. Perhaps 
he never spoke so seriously or with a beauty so 
hard-won as in the poem called Reconcilia¬ 
tion:— 


Word over all, beautiful ^ the sky,* • 

Beautiful that war and all its deeds of carnage 
must in time be utterly lost, 
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That the hand of the sisters Death and Nig^t' 
incessantly softly wash again, and ever again, 
this soiled world; 

For my enemy is dead, a man divine as myself is 
dead| 

I look where he lies white-faced and still in the 
coffin—I draw near, 

9 * 4 . 

Bend down and touch lightly with my lips the 
white face in the coffin. 

We might leam from that how to think, and 
feel, of a conquered enemy, so that we, too, 
may reach a peace of the mind. There is in 
Whitman’s war poems not a base or silly or 
dishonest word. He does not pretend that 
soldiers are always grinning, or that they drive 
the enemy before them like sheep. He knew 
the hospitals and the pain in them, of Federals 
and Confederates alike:— 

Bearing the bandages, water and sponge. 

Straight and swift to my wounded I go, 

Where they lie on the ground after the battle 
brought in. 

That is what he says he remembers of the war. 
*‘Was one side so brave the other was 
equally brave.” In the hospital there is no 
enemy but death— 

Young man, I think I know you—I think this face 
0 is the fac& of the Christ himself, 

Dead and divine and brother of all, and here 
again he lies. 
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As we read those lines, we think of another 
curious, absurd, line of his— 

The Union always swarming with blatherers and 
always sure and impregnable. 

And at last we understand his peculiar toler¬ 
ance even of himself. He might have 
answered to what we have said against him 
that his Leaves of Grass swarmed with 
blather, that he himself was half a fool, and 
yet, because he knew it, impregnable and safe. 
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George Herbert ^ ^ ^ ^ 

I N the preface to his edition of Herbert, Mr. 

Palmer says that there are few to whom it 
will seem worth while, “ but its aim is lavish¬ 
ness ”; he was named after Herbert by a lover 
of Herbert, and knew a large part of his verse 
before he could read. could not die in 
peace if I did not raise a costly monument to 
his beneficent memory.” 

fHe himself, he tells us, is a Puritan and often 
repelled by Herbert’s elaborate ecclesiasticism; 
but the New England Puritan of to-day keeps 
the clean^iess and sweetness of seventeenth-cen¬ 
tury piety, transplanted across the Atlantic and 
there naturalized and still thriving. That piety 
was clean and sweet because it was intellectual, 
never cont-ait to hypnotize itself with old 
formulas, or to imitate sexual infatuation with 
r^igious ecstasy. Reason kept it modest; and 
t^ modesty the New England Puritan admires 
and shares. It is not mere innocence and 
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prettiness, because it is always restlessly in¬ 
tellectual, richer not poorer in content than 
mere rapture, more full of experience, more 
interesting and, when it attains to beauty, 
more beautiful. Mr. Palmer says that Herbert 
even now, when his name is respected, is more 
bought than read. ^‘Half a dozen of his 
poems are famous; but the remainder, many 
of them equally fitted for household words, 
nobody looks at.” We do not know whether 
this is true, but we do know that he is one of 
the most interesting of poets, one who can be 
read in a prosaic mood, and the reading of 
whom will lift one gently out of that mood to 
the height of his own sudden yet not incon¬ 
gruous beauties. 

Mr. Palmer prints in his text no readings 
from the Williams MS. discovered by Dr. 
Grosart. He believes, rightly, we think, that 
this MS- represents an earlier text which 
Herbert afterwards altered in many details; 
and he is also right, no doubt, to accept 
Herbert's own changes. But we do not agree 
with him that they were always for the better. 
The text of the Williams MS. is rougher, but 
often more vigorous. • Herbert* seems some¬ 
times to have been afraid of his own vigour, 
and to have smoothed it away. Thus in The 
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Church Porch the second stanza in the text 

* ^ 

IS— 

m 

Beware of lust: it doth pollute and foul 
Whom God in Baptisme washt with his own 
blood. , 

It blots thy lesson written in thy soul; 

The holy lines cannot be understood. 

How dare those eyes upon a Bible look, 

Much lesse towards God, whose lust is all their 
book ? 

But in the Williams MS. it runs— 

Beware of lust (startle not), O beware, 

It makes thy soule a blott; it is a rodd 
Whose twigs are pleasures, and they whip thee 
bare. 

It spoils an Angel: robs thee of thy God. 

It seems to me that the later version is more 
‘‘parsonic,” more merely edifying than the 
first, which says more and with more force 
and precision. In fact, if there were question 
which reading was genuine, I should choose the 
earlier. But Mr. Palmer gives all the readings 
of the Williams MS., so that we can take our 
choice. 

The common notion of Herbert is false, and 
nmst be based* on small, knowledge of his life 
and poetry; it is, indeed, calculated to rob his 
poetry of interest. 
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. George Herbert . 

• ^ Often he is pictured as an aged saint who, 
through spending a lifetime in priestly offices, 
has come to find interest only in devout 
emotions. ... In reality Herbert died under 
forty; was a priest less tiban three years, spent 
his remaining thirty-six years among men who 
loved power, place, wit, pleasure, and learning; 
and held his own among them remarkably well.” 

Herbert himself said when dying that his 
poems were “a picture of the many spiritual 
conflicts that have passed betwixt God and my 
soul, before I could submit mine to the will of 
Jesus my Master ”; and this was not “ the last 
deliberate snuffle of a blameless prig,” but a 
true account of them. He is an interesting 
poet because this conflict in his life was real 
and because he expressed it in his verse. It 
was a conflict between ambition and beauty; 
he saw more and more clearly that worldliness 
is ugly, yet he could not rid his mind of it. 
There were in him the courtier and the artist, 
and only gradually and painfully did the artist 
win. Nowadays the artist would not express 
himself like Herbert; but he would feel the 
same temptations and need the same renuncia¬ 
tion, not for nothingness, but for the beauty 
that is his deepest and most perpianent desii^e. 
Some artists never have to make the choice; 
beauty is to them the only temptation; the 
B 17 
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world does not exist except as an outside 
enemy. But for Herbert it was an enemy 
within, and that is why he fortifies himself with 
incessant self-analysis, why he must he telling 
himself, sometimes dully and with too much 
' argument, that beauty, which he calls God, is 
his true desire. 

Like his master Donne, he is not an easy, 
confident lover of beauty; he will not throtv 
himself into the poet'^s attitude and trust to 
rhythms or poetic words to inspire him; he 
begins with prose and iabours upwards to 
poetry. No poet is more conscious of the 
double problem of art, the counterpoint of sense 
and music. There is Donne between him and 
the Elizabethan lyric, with its predominance 
of music so great that it makes the problem of 
art almost single; and his contempt of love- 
poetry is as much aesthetic as moral. Love 
seems to him too easy an incitement to verse:— 

Roses and lilies speak Thee : and to make 
A pair of cheeks of them, is Thy abuse. 

Why should 1 women’s eyes for Chrystal take ? 
Such poor invention bums in their low mind 
Whose hie is wild and doth not upward go 
To praise, and on Thee, Lord, some ink bestow. 

» Open the bones, and y^u shall nothing find 
In the best face but filth; when, Lord, in Thee 
The beauty lies in the discovery. 

i8 
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'tliat last line expresses his whole poetic faith 
and method; for him beauty always lies, and 
is achieved, in discovery; it is to be sought 
where you would not expect to find it, and 
wrought of unwilling materials. 

Thousands of notions in my brain did runne, 
Offering their service if I were not sped. 

14>ften blotted what I had begunne; 

This was not quick enough and that was dead. 
Nothing could seem too rich to clothe the sunne, 
Much less those joyes which trample on his head. 

As flames do work and wind when they ascend, 

So did 1 weave myself into the sense. 

But while I bustled, 1 might heare a friend 
Whisper—How wide is all this long pretence! 
There is in love a sweetness readie penn’d; 

Copie out only that and save expense. 

Here he describes his own method and also 
criticizes it; he longs for a sweetness ready 
penned, but will not pretend to it when he has 
not achieved it. Beauty ought to take the 
pen and write for him; but he must train him¬ 
self to be her servant and must, not find her 
where she is not. So behind his piety, or 
pietism, there is always the artist's problem 
and the artist's labours, though he does not 
believe in art for art's *sake. He would do all 
things for the glory oi Gh)d; but he sees 
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that it is not only duty but also beauty, an^ 
beauty made more exact and profound by 
duty. 

Herbert is not one of those poets who lose 
themselves in the richness of the external world 
or can satisfy themselves in expressing it. The 
external throws him back into himself, and 
then his thoughts tum outwards for confirma- 
tion. Beauty troubles him with his own in¬ 
adequacy, and to escape from that he seeks 
again for beauty. He is, in the language of 
modem psychology, both introvert and extro¬ 
vert, yet never an egotist. For his problem is 
always universal, the problem not of himself 
and his owii salvation but of all mankind; and 
in the poems that express his most intense ex¬ 
perience we recognize our own, heightened and 
elucidated, though the terms of his expression 
may not be what we should choose. 

tiow should I praise thee, Lord. How should my 
rymes 

Gladly engrave thy love in steel, 

If what my soul does feel sometimes, 

My soul might ever feel! 

Although there w^jre some fourtie heavens, or more. 
Sometimes I peer above^ them all; 

Sometimes I hardly reach a score, 

Sometimes to hell 1 fall. 

20 
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Hiat expresses all the insecurity, not merely 
of human joy, but of human incapacity. “We 
live in a world where too much is required,” 
and Herbert consents to this tax upon the 
spirit, and justifies it in words that are con¬ 
vincing in their beauty:— 

Yet take thy way, for sure thy way is best, 
Stretch or contract me thy poore debter. 

This is but tuning of my breast, 

To make the music better. 

Still more intimate and closer to actual experi¬ 
ence is The Flower^ with that famous verse 
which seems written for every man who tries 
to live the life of the spirit:— 

And now in age 1 bud again. 

After so many deaths 1 live and write; 

1 once more smell the dew and rain, 

And relish versing. O my onely light, 

It cannot be 
That 1 am he 

On whom thy tempests fell all night. 

Herbert's poems are the autobiography of a 
mind with a rich and difficult content. He 
himself says as much; though he may call him¬ 
self a sinner, he has not the 'umbleness of Uriah 
Heep, but seems to take a pride in the diversity 
of his unregenerate exp,erience. He is a sinner 
worth saving—one who knows the worth of 
what he renounces;— 
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1 know the ways of picture, the sweet strains, 

The lullings and the relishes of it; 

The propositions of hot blood and brains; 

What mirth and music mean ; what love and wit 
Have done these twentie hundred years and 
more; 

1 know the projects of unbridled store; 

My stufTe is flesh, not brasse; my senses live, 
And grumble oft that they have more in me 

Than he that curbs them, being but one to 
five; 

Yet I love Thee. 

Here he shows himself one of the cleverest of 
poets, as clever as Browning; with all the arts 
of prose, yet with the momentum and con¬ 
trolling power of poetry. It is a misfortune 
that he should be known mainly by a few 
simple lyrics and outrageous quaintnesses, as if 
he were half a child and half a pedant. The 
phrase “Quaint old Herbert” misdestMbes 
him completely. He was always young, and 
his thought is less old-fashioned than that of 
most poets of the eighteenth or even the nine¬ 
teenth century. What seems old-fashioned to 
us is the disregard of poetic usage, the homeli¬ 
ness which hr. never tries to avoid, because 
poetry for him is in tjbe subject-matter and 
the effort to express it, not in select words or 
images. He will say what he has to say by 
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whatever means he can find, and he seldom 
fuls to say it. He may surprise us, but, unless 
we are conventionally fastidious, we enjoy the 
surprise; for often beyond it there is beauty, 
the more delightful for the unexpected means 
by which it L achieved. Few poets are so con¬ 
tinually interesting, for in few do we so often 
recognize truth. If Herbert were a painter, 
we should say that he could draw; there is 
nothing in his verse evaded or left vague; he 
gives us a good likeness of experience, and is a 
master of circumstance, never mastered by it. 
Details are there full and exact, but controlled 
by the purpose and theme; indeed, few poets 
have such cumulative power or such a command 
of retd form. The prose virtues are his but in 
subordination; he will not lose them in music, 
but his music persists through them, often diffi¬ 
cult to grasp, sometimes harsh and laboured, 
but always serious, and at any moment likely 
to surge up in divine sweetness. It is never 
safe to reject a poem of Herbert's as a failure; 
the failure may be in you, and with anojtber 
attempt you may discover a secret beauty which 
seems all the more beautiful for having lain 
hid so long. This ^j[r. Palmer knows by long 
intimacy with his favourite poet, and his edi¬ 
tion should help others to the same intimacy. 
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I. The Novels 

T he English novel has never had any 
steady or consistent development. Each 
of our greater novelists stands only for himself; 
and none of them is so completely isolated as 
Meredith. He neither began nor ended any 
movement in the English novel. You cannot 
call him either a romantic or a realist, except 
by using one of those terms in an unusual 
sense. He is not a romantic, in that he never 
revolts or flinches from reality. He delights 
in things as they are, and his one aim is to 
express the essence of them. But he is not a 
realist, in that he never labours to convey any 
illusion of re^ity, never tries to tell a story as 
if he had experienced it all himself. He does 
not, like Tolstoy, And all facts significant and 
all people interesting. is fastidious about 
both; and the aim of his whole process is to 
eliminate the ordinary, or, if he treats it at all, 
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to treat it only as it s^ppears to an extra¬ 
ordinary mind. 

In this he is like Shakespeare, who has the 
same passion for extraordinary characters and 
for intense experience, and who, in the same 
way, introduced the ordinary, whether in char¬ 
acters or in events, as a foil to the extra¬ 
ordinary. Meredith is in his novels nearer to 
poetry than any other of our novelists; and 
that is the reason why he is constantly in 
difficulties with his form. For his tendency is 
not towards narrative poetry, but towards 
lyrical, and lyrical poetry interrupts the flow 
even of an epic or of a drama, and is incon¬ 
gruous with the process of a prose narrative. 
Scott also was a poet; but when he comes 
near to poetry in his novels it is narrative 
poetry, and only heightens instead of interrupt¬ 
ing his story. But Meredith is one of those 
great men to be found in every art who are 
not content with its limitations. When he 
wrote poetry he was not content with the ex¬ 
pression of emotion as his main purpose. He 
must reason as well, must make poetry do the 
work of prose without ever becoming prosaic. 
And in his stories he not content only to 
tell A story or even to make the telling of it 
his chief aim. He wished also to express the 
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emotion provoked by every situation with the 
personal intensity of a lyrical poet. Often 
when he does this, as in the famous Diversion 
played on a penny whistle ” in Richard 
Feverel, the characters seem to fade away, 
and there remains only the poet speaking to us 
in a music freed from all circumstance of time 
and place. 

It is the same with his wit, as irrepressible 
as his poetry. The poetry comes when he 
wishes to make an emotional comment on his 
story ; the wit when his comment is intellectual. 
And it is often just as abstract, just as free 
from all circumstance, as the poetry, even when 
he puts it into the mouth of one of his char¬ 
acters. In nearly all his novels there is some 
character whom we recognize as soon as he 
appears as the author's mouthpiece for intel¬ 
lectual comment. Mr. Bernard Shaw has the 
same trick, but his mouthpieces are often his 
heroes. They are godlike, knowing the secret 
of life and explaining it to the anger and 
bewilderment of the other characters. Mere¬ 
dith's mouti^pieces are always subsidiary and 
often unpleasant; like the wise youth in 
Richard Feverel, One feels that if one of 
his heroes had a turn for epigrams he could 
never be got to do anything except emit them. 
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So he would never make a hero more witty 
than he could help, for he likes his heroes to 
be either men of action or delightful youths 
whom too much cleverness would spoil. He 
himself was not in love with cleverness and 
never aimed at it; he could not help it; it 
was a trick with him, like stammering; it was 
even an impediment to his speech. 

No one can read any of his novels, except 
perhaps Evan Harrington^ without feeling that 
the writer is all the while fighting his way 
through impediments. He never, like some of 
his imitators, raises them so that he may set 
himself the task of climbing over them. He 
does not think much of these witty characters 
that he cannot do without. They have to be 
there because wit is his natural comment upon 
life, like poetry, and because he is as much a 
commentator as a creator. He chose the novel 
as his chief form of art not because he was a 
bom story-teller, though he can tell stories 
well enough when he chooses, but because he 
needed a form loose enough to give employ¬ 
ment to all the varied and conflicting activities 
of his mind. If he had had less genius, less 
power of speech, less ^understanding of men, 
he might have been an essayist; we cannot 
imagine a smaller Meredith a novelist at all. 
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Without that prodigious energy all the various 
eluents of his novels would fly apart; a 
lesser man could not have kept them together, 
and would have lost his story altogether in 
comment and rhapsody. As it is the story 
often stops, not from lack of driving power, 
but like a mill that has too much materi4l 
poured into it. Meredith’s very conception 
never takes the form of continuous narrative. 
We may conjecture that he saw a novel as a 
series of situations, much as Wagner saw an 
opera, and that his main difficulty was to jump 
from one to another with as little matter-of- 
fact explanation as possible. He is impatient 
of the machinery necessary to bring his situa¬ 
tions about, so impatient that he often hides it 
among coruscations of wit, and the reader has 
to turn back to see how a situation suddenly 
sprung on him has been contrived. And when 
he reaches a situation he exults in it and dwells 
upon it, conjuring up all the glories of heaven 
and earth to second the delight of his lovers, 
until the lovers themselves ar^. lost in the 
splendour of that transfigured state of being. 
Bemchamp^s Career and Richard Feverel are, 
in their love peissages, ^ near to opera as it 
is possible for any prose nei^ative to be, and 
Harry Richmond ought to have made a 
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libretto for Mozart. That, perhaps, is the 
novel which he wrote with most gusto; th^ 
is more invention in it than in any other, and 
it is just far enough away from reality to pro¬ 
vide easy opportunities for the exercise of all 
his gifts. It is almost as far from reality as a 
Shakespeare comedy; and Richmond Roy re¬ 
minds us of Shakespeare's characters in general, 
though not of any one of them in particular. 
And it is worth noting that this masterpiece 
consists altogether of variations upon one 
situation. The relation between the father 
and son begins in the very first chapter, and 
nearly every incident is another example of it. 
There is but little development; from first to 
last the hero, as ordinary a man as any to be 
found among Meredith's characters, struggles 
impotently among the complications produced 
by his extraordinary father, and they only end 
with his father's characteristic and symbolic 
death. 

No one but Meredith or Shakespeare could 
have produced a masterpiece with such a theme, 
for no one else would have had the necessary 
invention. Richmond Roy is to him a pretext 
for the exercise of all^his phantasy, as Don 
Giovanni is a preteitt to Mozart for the musical 
expression of every emotion. He is the centre 
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of a number of different situations which are 
linked together by the fact that he is the 
only begetter of them; and on him Meredith 
squanders all his powers of expr^sion* He is 
described from a dozen points of view; and 
Squire Beltham's description, which is the most 
hostile, reminds one of the encounters between 
Falstaff and Prince Hal, for Beltham curses 
Roy with his own prodigality. No one ever 
did talk like that; indeed, nothing in the 
book has any resemblance to the routine of 
life; but it is a state of being heightened, like 
the state of being represented in a great opera, 
by the delight of its creator in describing it. 
We do not expect to find this kind of delight 
in a novel, or the virtuosity which is the in¬ 
variable expression of it. We are used now¬ 
adays to novelists who write like sad and 
patient men, who seem to be doing their best 
to bear up against the world they describe. 
Novels are written in prose, and many writers 
think that the chief virtue of prose is to be 
prosaic. Meredith, we may believe, only wrote 
prose novels because that happened to be the 
narrative form of his age. We can imagine 
how, if he had lived i]g[ the time of Elizabeth, 
he would have exulted in the poetic drama. 
No doubt his plays would have been loose in 
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*cotistruction, but they could not have been 
looser than some of Shakespeare's, and he 
would have made a new thing of the Elizabethan 
fool. That drama would have suited him as 
well as any conceivable form could; he was 
not so well suited by the novel, for there was 
nothing in it to restrain his richness of ^com¬ 
ment or to control and direct his invention. 
We may believe that if Shakespeare lived now 
and wrote novels—^he could hardly write any¬ 
thing else—^he would play just as many tricks 
with his narrative as Meredith played. Though 
he was a practical playwright, whose business 
was to make plays that would act, he could 
not avoid the obscurity that comes of rich and 
complicated processes of thought. Meredith, 
for the greater part of his life, was not a prac¬ 
tical novelist—^that is to say, his novels did 
not sell—and we cannot believe that he ever 
wrote with the aim of selling them. In this, no 
doubt, he was right; but if, like Shakespeare, 
he had written for an audience to whom poetry 
was one of the ordinary pleasures of life, it 
would have been a wholesome discipline for 
him. He had no such audience, and therefore 
he wrote^ to please himself, and to say what¬ 
ever his story might suggest to his wonder¬ 
ful mind. Certainly he could tell a story. 
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The duel in VUtoria is as fine a piece* oi 
narrative as ever was* written. Whenever he 
liked he could create living men and women, 
and he could set them acting as well as any 
novelist. But their action roused him at once 
to such intellectual, activity that he would 
often cease to be a novelist in the midst of it 
and become a poet or a wit. 

Thus all his defects come from excess of 
power, excess of invention, emotion, and specu¬ 
lation. And he is sometimes obscure because 
he tries to be story-teller and poet and 
wit all at once. The very structure of his 
sentences is often the result of this attempt, 
and he dazzles and bewilders like a juggler 
playing with three balls. It has been said 
that there is pedantry and affectation in his 
wit. Affectation is an easy explanation of 
anything extraordinary and a word as vague as 
it is offensive. Yet we may admit that his wit, 
like Shakespeare'’s, is not always happy. Some¬ 
times he seems to have a fit of being witty and 
cannot leave off. He will take a theme, like 
the remark about Sir Willoughby Patteme’s 
leg, and work it out a^ if he were composing 
a fugue on it, persisting even when all his 
invention is exhausted. But as all wit arises 
in the attempt to surmount some kind of 

32 



•V ^ ^ ^ 

George Meredith 

' *• 

difficulty, to say a rude thing politely, or an 
improper thing properly, so his wit arises 
usually in the attempt to say three different 
things at once; and he is forced to attempt 
this because, if he said all that he wanted to 
say at length, his novels would never come to 
an end. He is never difficult because his ideas 
are confused or vague or uncertain. He knew 
what he valued in life, and what life meant to 
him. At bottom his characters and his situa¬ 
tions are simple. His complexity is only of 
process, of the attempt to tell a story, to 
express the emotions aroused by it, and to 
comment upon them, all at the same time. 
Like all great writers he is capable of simplicity 
when he chooses; and his simplicity tells the 
more, like Shakespeare's, because it is rare, 
and because, when it comes, it is the result, 
not of pure emotion like a song of Schubert's, 
but of emotion for the moment mastenng all 
the restless play of his intellect and fordng it 
into concord, as a tune entering in a symphony 
will seem suddenly to master all the instru¬ 
ments that have just before been quarrelling, 
and to sweep them all together jnto its own 
impetus. • 

It must be confessed that his novels seldom 
produce the illusion of reality, and then 
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not for long. But must we assipie that the 
first business of a novel, any more than of a 
picture, is to convey the illusion of reality? 
Pictures vary infinitely in the extent of their 
illusion; and so no doubt may any kind of 
representative art, even prose narrative. If 
his novels are not like life itself, no more are 
the pictures of Tintoret. Life is too much 
heightened and explained in them to be like 
reality; we can always see the hand of the 
master and feel the power and strain of his 
process of creation. He shows us a god's 
factory of life rather than life itself, in which 
the god is for ever making new experiments 
and expressing with divine energy his own 
delight in them. Meredith never, like Tolstoy, 
tells a story as if he, the teller of it, were a 
mere man. He seems to know what it all 
means better than any man could; and to all 
his chi&*acters he seems to impart his own 
energy and splendour of expression. Thus he 
acts upon us directly like music, which cannot 
convey any illusion, rather than indirectly 
through the illusion of reality, as all kinds of 
drama and narrative are supposed to do. But 
he does act upon usc as only great artists 
can. 
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II.— ^The Poetry . 

* 

S INCE Meredith was a poet, his technical 
peculiarities are the expression of certain 
peculiarities of his mind. He was always an 
experimenter in poetry, and his experiments 
in form are but symptoms of experiments in 
matter. His poetry has often a strange 
sound, because he tried to introduce new pro¬ 
cesses into the making of poetry; because, like 
Donne, he attempted to combine emotion, 
which is the proper subject-matter of poetry, 
with an exercise of the reason, which is the 
proper subject-matter of pros^ Like Donne, 
he was not a prosaic poet; he never treated 
verse as a more ornamental and difficult form 
of prose. But emotion in his poetry, like 
action in his novels, instantly provoked him to 
speculation; and the effort to express emotion 
and simultaneously to^ reason about it often 
produced verse difficult in sense and broken in 
music. 
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The development of poetry, as of all art, is 
seldom regular. It proceeds by reactions and 
experiments, often half-fruitless. The qualities 
of any great movement in poetry quickly betray 
their defects, and a new generation takes a 
disgust of both. Poetry, naturally and nor-^ 
mally, is closely connected both with music 
apd speech; and Elizabethan poetry, being 
very normal, was half-song and half-rhetoric. 
Donne took a disgust both of its tunes and 
of its rhetoric., His aim was to write verse in 
which sense would not be carried away by 
sound or diluted into fine phrases. He was 
suspicious of familiar rhythms; for it seemed 
to him that what the individual had to say 
could not be fitted to a popular tune. It was 
his determination not to tamper with his own 
sense, and not any lack of inspiration, that 
made his music so uncertain. Meredith re¬ 
acted from thq romantic poets mucl^as Donne 
reacted from the Elizabethans; he was sus¬ 
picious of romantic tunes and romantic rhetoric. 
That cry of his for more brain applied to 
poetry as well as to conduct; he was deter¬ 
mined that his brain should not be lulled to 
sleep by his own mvsic; rather it should 
question every beauty of words like an advocatus 
diaholi that wHl let none pass unless it can 
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prove its relevance to an intellectual process. 
Already in Modem Love the conflict be¬ 
tween reason and emotion has b^un. The 
poet, as if to silence all questioning of his 
capacity, proves himself • again and again a 
master of the old music. He can start a sonnet 

like Shakespeare himself:— 

% 

Out in the yellow jneadows, where the bee 
Hums by us with the honey of the Spring, 

And showers of sweet notes from the larks on 
wing 

Are dropping like a noon-d^, wander we. 

Or is it now? or was it then? for now, 

As then, the larks from running rings pour showers : 
The golden foot of May is on the dowers. 

And friendly shadows dance upon her brow. 

But questions are creeping in already; and for 
him, as for his mouthpiece, this is the music of 
the past, which he makes half-ironically to 
point the contrast with the troubled present. 

Now, as then, the grace 
Of heaven seems holding earth in its unbrace. 

But he is not content to take all these shows 
of beauty at their 8Ui*£Eice value, and to sing 
of them like a bird; nor can he use all the 
powers of his mind t(^ heighten delight or to 
keep up the pretence that he feels the whdle 
universe to be one harmony of music. 

37 



' More Essays on Books 

A kiss is but a kiss now 1 and no wave 
Of a great flood that whirls me to the sea. 

But, as you will! well sit contentedly, 

And eat our pot of honey on the grave. 

That is what the decadent poets of the Greek 

Anthology and of all time do. They pretend 

to an outworn faith so that they may stil!"' 

make beauty out of it. But, needless to say, 

Meredith was not one of them. He would 

not surrender the freedom of his mind to his 

art. For the moment he could say: ‘‘God, 

what a dancing spect|:e seems the moon ; but 

he would not allow his poetry to be also a 

dancing spectre. The struggle between beauty 

and the rebellious intellect must be fought 

out, however doubtful the issue. 

§ 

That struggle was maintained through all 
his poetrjr; and whenever beauty prevails in 
it she is still breathless. But what strength 
and determination the struggle gives her! She 
is never an odalisque to weary us with luxurious 
sweetness and studied charms; she has always 
to fight for her life, and often reveals herself 
most clearly while fighting. For Meredith, 
though he might chasten beauty, loved her 
passionately, as we know by a hundred proofs. 
1ft Love in the Volley Ibe surrendered himself 
to her, almost as Spenser did in his EpithaU 
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aitmon\ and then he made a music as new 
and irresistible as the music of Atalamta, 
Love in the Valley is a romantic poem indeed, 
tliSb subject being the very es^nce of romance, 
first love, shy, wondering, and yet undoubt¬ 
ing, that transfigures heaven and earth like a 
May morning or a summer night. It is a 
theme that inspired the music of the ISrst 
folk-songs, and there is all the accumulated 
richness of the past in Meredith's treatment 
of it. The verse itself has for its underlying 
tune the old Saturnian measure— 

*‘The Queen was in her parlour eating bread and 
honey.” 

“Under yonder beech-tree single on the green¬ 
sward.” 

It is a measure'' that haunts tl?e ears of modem 
poets like the old tune of bells, so that they 
all play with it—^Tennyson in “ All along the 
Valley, stream that flashest white "; Browning 
in a pretty song in FerishtaJCs Fa/ndes 

Round us the wild creatures,.overhead the trees, 
Underfoot the moss-tracks—life and love with these! 

Yet with all of them it is a tune for variations, 
for they cannot keep to its simplicity; and in 
L^ve in the Valley new and wonderful tunes 
come of the variations. But there is singing 
music all through, with an accompaniment of 
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all the sounds of summer. It is folk-song with 
the modern orchestra like the symphonies of 
Dvordk, and it combines a singing rhythm 
with sharpness and fulness of detail as they 
had never before been combined in romantic 
poetry. 

Yellgw with birdfoot-trefoil are the grass-glades; 

Yellow with cinque-foil of the dew-grey leaf; 
Yellow with stonecrop; the moss-mounds are yellow; 
Blue-necked the wheat sways, yellowing to the 
sheaf. 

Green-yellow bursts from the copse the laughing 
yaffle; 

Sharp as a sickle is the edge of shade and shine: 
Earth in her heart laughs looking at the heavens, 
Thinking of the harvest; I look and think of 
mine. 

In Phcehus with Udmetm the Saturnian metre 
is again the basis, and it has a folk-song theme 
treated with all the fuller consciousness, but 
without any of the unreality, of modem art. 
And again all the sharp and crowded details 
are mastered by the music:— 

Chirping none the scarlet cicalas crouched in ranks : 

Slack the thistle-head piled its down-silk grey: 
Scarce the stony lizard sucked hollows in his flanks; 

Thick on spots of umbrage our drowsed flocks lay. 
Sudden bowed the chestnuts beneath a wind un¬ 
heard. 

Lengthened ran the grasses, the sky grew slate: 
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Then amid a swift flight of winged seed white as^ 
curd, 

Clear of limb a Youth smote the master’s gate. 
God ! of whom music 
And song and blood are pure, 

The day is never darkened 
That had thee here obscure. 

One may say those last words of Meredith's 
own poetry. Often the God is obscure in* it; 
but we know that he has visited the poet; who 
is labouring to tell us new and wonderful things 
which the God has told him. 

But all this fulness and sharpness of detail 
threatens the end, as it marks the climax, of 
the pure romantic poetry. It is the first sign 
of that plethora of thought which, as Words¬ 
worth said, would have prevented Shakespeare 
from writing an epic. If all conditions had 
favoured, Meredith might perhaps have made 
the new poetry for which he prepared the 
way. He might have kept the folk-song music 
and enriched it with a more intellectual and 
questioning emotion. As it was, the folk-song 
music was often lost though he worked on 
a folk-song basis. Sometimes, as in his Odes, 
he followed the literary and Latin tradition of 
English poetry; and he began the ode called 
Y(yuih in Memory with a passage that seems 
intended to imitate the youthful poetry of his 
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friend Swinburne^ and in that imitation to 
symbolize youth itself:— 

Days, when the ball of our vision 
Had eagles that flew unabashed to sun; 

When the grasp on the bow was decision, 

« And arrow and hand and eye were one; 

When the Pleasures, like waves to a swimmer, 
Came heaving for rapture ahead!— 

Invoke them, they dwindle, they glimmer 
As lights over mounds of the dead. 


But notice, even here, how he disturbs the 
metre with an unexpected foot in the second 
and fourth lines. He cannot be content, like 
Swinburne, just to glorify a familiar tune. 
And BO in his ballads and other poems with 
a folk-song basis he cannot be content with a 
folk-song simplicity of movement and thought. 
The movement is constantly broken by /com¬ 
pression of the sense; it is often rather a 
precis of poetry than poetry itself. There is 
an emphasis on each word because each has 
to do the work of two or three. This is not 
a solution of the problem which he set him¬ 
self, of combining action and p^sion with 
intellectual comment; for though the comment 
is so much compressed that it does not swamp 
the action and passioh, Ihe process of com¬ 
pression the rh 3 rthm which is the proper 
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poetic expression of action and pasdon. Often 
we are only tantalized by the ballad form 
which leads us to expect a music we never get. 
In the metre itself vqe feel the poet’s mind 
labouring after a primitive simplicity, for 
which it will not forgo any of its own modem' 
activities. Therefore the labour is desperate 
and interests us in its process rather than 
delights us with its result. The ballads of 
tragic life are notes upon tragic situations forced 
into verse. They are wonderful, like Aristotle’s 
JSthks; but they have little more music than 
that work has eloquence. 

Often Meredith used the ballad form with 
a kind of irony, just as h^ used the elo¬ 
quence of Shakespeare’s sonnets ironically in 
Modem Love, In The Young Princess he 
begins:— 

When the South sang like a nightingale 
Above a bower in May, 

The training of Ldve’s vine of flame 
Was writ in laws, for lord and dame 
^ To say their yea and nay. 

You expect a simple story of romance and 
rapture; but all that follows is grim and com¬ 
plicated, and the burden is there like ^^La 
donna c mobile ” in only to make* it 

grimmer by contrast. Often in his ballads 
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Meredith imitates rather the doggerel of de¬ 
based ballad verse than the lyrical beauty of 
true folk-song. He is nearer to the latter 
than to the earlier v^ion of Chevy Chase^ 
not of course from failure of art, but by 
deliberate design. For in these ballads .^he 
cannot forbear to criticize the romantic stand¬ 
ards which we associate with the ballad, and 
against which he reacts in all his poetry. And 
this criticism is apt to express itself in a 
kind of doggerel which is a parody of the 
romantic methods of expression. A verse 
will begin with romantic mouthing, and end in 
doggerel as in this example from Archduchess 
Anne :— 

I am a man of many sins, 

Who for one virtue die, 

Count Louis said.—They play at shins, 

Who kick, was the reply. 

Count Louis is not allowed to Byroiiize without 
a rebuke; and Byron himself gets a rebuke in 
the little poem called Manfred:— 

Somewhere about his grinder teeth, 

He mouthed of thoughts that grilled beneath, 
And summoned Nature to her feud 
With b^e and buskin attitude. 

Meredith, in fact, is always using the primitive 
forms of poetry to test the matter of poetry, 
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as if any spurious^ matter must betray itself at 
once in forms so simple; and when it does 
betray itself he derides it in doggerel. 

« But he is just as suspicious of spurious 
matter when he writes in the literary tradition, 
and this suspicion expresses itself in form no 
less than in sense. He writes odes in irregular 
verse like Cowley, but for a reason the very 
opposite. Cowley hoped by his irregularities 
to suggest a frenzy that could not be kept 
within bounds. Meredith needed a form of 
verse as near to prose as possible but without 
the diffuseness of blank verse, so that He might 
never be forced by his metre to seem more 
poetic than he was. The Meditation under 
Stars is indeed meditation for the most part, 
and the labouring thought of the writer ex¬ 
presses itself in the broken lines that are so 
near to intense and compressed prose. Only 
when at the end emotion masters him do the 
verses move swiftly and freely and the words 
sing together in a common music:— 

We behold 

The love that lends her grace 
Among the starry fold. 

Then at new flood of .customary mom,» 

Look at her through her showers, ^ 

Her mists, her streaming gold, 

A wonder edges the familiar face; 
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She wears no more that robe of printed hours; 
Half strange seems Earth, and sweeter than her 
flowers. 

In all Meredith's metres there is a dear and 
candid expression of the process, poetic or half- 
poetic, of his mind. He may irptate you^but 
he will never beguile you intd^thinking that 
he feels more than he does. He is for ^ver 
trying to enrich the material of poetry, and 
when he fails we know it at once from the 
dissonance of his verse. But in that very dis¬ 
sonance he may be preparing for a future and 
more subtle harmony, when some poet shall be 
able to feel his ideas more instinctively than he 
fdt them and so to find an easier expression for 
them; and it may be that we, as wd grow more 
familiar with his sense, shall find an unexpected 
music in his verse, even in the later odes on 
French history; for beauty often seems ugliness 
when the mind is bewildered by its strangeness. 
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^ MAN^ religion, if it be more than a 
jfX game or a drug, must be in his business 
and take some of its chai'acter from his 
business. It is the application of the universal 
to the particular; and the universal is qualified 
by that particular to which it is applied. In 
his presidential address to the Classical Associa¬ 
tion, Professor Gilbert Murray took for his 
subject Religio Grammatici,'' the religion of 
a man of letters. He tells us what that re¬ 
ligion is and how it, and it alone, justifies the 
business of a man of letters, by which he means 
a scholar to whom literature is literature and 
not words or constructions or fact! Man,^ 
he says, is imprisoned in the external present; 
and what we call a man's religion is, to a great 
extent, the thing that offers him a secret and 
permanent means of escape from that prison, 
a breaking of the prison jyalls whic^ leaves him 
standing, of course, stiU in the present, but in 
a present so enlarged and enfranchised that it 
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becomes not a prison but a free world*^ If you 
are a scholar without the scholar's religion, you 
are imprisoned in your external present, which 
happens to be the past to other men, just 
as a grocer without his religion is imprisoned 
among his groceries. You have no hold oi'the 
universal, but lose yourself among your par¬ 
ticulars, words, constructions, facts. You are, 
in fact, shoppy.” It is religion that prevents 
men from being shoppy and makes the shop of 
one man valuable to another; for all men, who 
have religion, have it in common and recognize 
it in each other, though in each it has the 
character of his own business. 

What, then, is the religion of the scholar ? 
He is concerned with the past. Ihat is why 
men who are imprisoned in their own external 
present think him a luxury and one that no 
man of sense can enjoy. They prefer bad, 
pretty actresses and pay them better. But to 
him the past is the past only by the accident 
of time. His religion makes it also the present 
to him, . For what he seeks in the past, what 
by reason of his peculiar knowledge and accom¬ 
plishment he is able to seek in it, is eternity; 
and he believes in eternity and makes other 
^ men believe in it because he seeks and finds it 
in the past Behind the diversities of time 

48 



The Scholar’s Religion 

and place, always changing and passing, there 
is this Vernal semper quod vbupte quod ab 
omnibus \ and, but for the memory of man 
maintained* in literature and art, each one of 
us might think it peculiar to himself, an acci^ 
dent tl^t happened to him now and then, a 
by-prodi^ of his own lonely struggle for life. 
It is the business of the scholar to keep that 
memory fresh, to trace the eternal through 
time, so that we may recognize it in ourselves 
and have confidence in it. But to do this he 
needs his own craft; he must know a dead 
language well enough to distinguish between 
the thoughts in it that are dead and those 
; that are alive; for language alone can tell us 
whether its thought is living or dead, whether 
it belongs to time or to eternity. So for the 
scholar the dead language must be alive, that 
he may judge its literature as others judge that 
of their own time. It must speak to him as 
living men speak to each other; and all the 
labour and pains needed to acquire this know¬ 
ledge of a dead language are justified only if 
their aim is the tracing of the eternal through 
time. They are useless if, wth them all, the 
scholar remains in a parish of the past, as 
many now remain in a parish of the present. 

Witibout his religion the scholar has no 
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discrimkiation; the past is utterly the past 
to him, and all of equal interest because it is 
the past. He is imprisoned in his period and 
subject to all its provincialities of time and 
place. He^’^tespects its peculiar heresies as the 
philistine respects his own,v not knowing' that 
they arc provinciaL He is overawed by 
antiquity, as most of us are by modernity, and 
is the slave of a herd instinct when the herd 
itself is aU ghosts. For the herd instinct 
works in Homer, in Dante, in Shakespeare, 
and makes them unintelligible to those who 
are possessed by the instinct of their own herd. 
But the eternal in them is their freedom from 
it; and it may be recognized all through the* 
ages by this freedom. It is what men now feel 
and think and say when they are &eed from 
their own herd instinct, when they are not of 
the parish or the tribe but of humanity. 

There are of course instincts and appetites 
common to all men; but, though common, 
they are particular not universal; they do not 
free us ^m our external present but imprison 
ns in it. The expression of them is always of 
the moment, hand to mouth, subject to circum¬ 
stance ; for posterity cit has only an historical 
interest; it does not communicate anything 
but fact. The essence of the eternal is that it 
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communicates emotion, that emotion which the 
eternal itself has aroused in the author; and 
only the eternal can thus communicate emotion 
through all the change of circumstuice. Its 
quality is in the very mediutn of'expression, 
the words, the paint, the stone. You may 
talk about the eternal but your theme will not 
keep your language alive; it may be dead with 
all your own ^otism and particularity. It is 
not the theme that gives life, but the experience 
of life itself in terms of the universal. But let 
us take a particular instance. Nausicaa is as 
much alive for us as Tolstoy's Nataasha, and 
for the same reason. Homer could not have 
* drawn Nausicaa nor Tolstoy Nataasha if they 
had been interested egotistically in particular 
young women. When you are so interested 
you talk about your ^ girl,” you use parochial 
language, or escape from it into poetical 
formulas. What is expressed in Nausicaa and 
Nataasha is an inte^rest, passionate because 
religious rather than sexual, in alL young girls. 
They are part of the beauty of life itself; their 
pretty ways are a gift from God to mankind, 
like the spring and its flowers. Homer and 
Tolstoy looked at themf and saw so mudi of 
them, because they rejoiced universally ai|d not 
with any particular object of their own. They 
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were oiSookers who saw most of the game; for 
they were not themselves playing it for victory. 
And we know this about Homer, though we 
may not know that he existed, because of the 
very quality of his words, because of the life in 
them which is the eternal. 

There is this eternal quality to be found in 
the literature and art of all peoples; but you 
need discrimination to find it, to separate it 
from the dullness of circumstance; and some 
literature and art has it more constantly, more 
securely, than other. Some has inspired the 
world and increased its spiritual momentum, 
while other has to be discovered by experts in 
its own forgotten backwater of the past. And 
the experts who discover it, especially if it be 
of Jiheir own race, are apt to overrate it, to find 
some peculiar magic in it, as Freeman did in 
everything Anglo-Saxon, as Wagner did in the 
Niebelungenlied. There is room, says Professor 
Murray, for these exaggerations “as protests, 
as experiments, as personal adventures, or as 
reactions |gainst a dominant main stream.'* 
There is also this great value in them, that 
they may increase our knowledge of the eternal 
by gi^g'^us more examples of it. We recog¬ 
nize jjb all the more surely in the Greeks if we 
have found it elsewhere; and we learn to reject 
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what is dull and stale and particular in the 
Greeks themselves. ,, We know much more 
about Greek sculpture now, because it is not 
the only sculpture in the world for us.. We 
see the difference between the Throne of Venus 
and the LAocoon, because we see what the 
Throne of Venus has in common with the other 
great sculpture of the world, and what the 
Laocoon lacks. To understand the Greeks we 
must free our minds of snobbery about them, 
the snobbery of the scholar or the comioisseur; . 
their eternal is hidden from those who would 
make it a private possession of their own. But 
there is more of the eternal in their art than 
in any othei for this reason, that in it they 
think and feel simultaneously. They were the 
first to pour all the eager activity of the brain 
into art and literature; they would not refuse 
to think so that they might act; and they 
proved to all the world in art, in politics, in 
every detail of life, that men act better for 
thinking. But for their example, the whole 
Western world might never have passed beyond 
folk-song and proverbs and ballads, might 
never have attained to the forms of great art. 
Their eternity is larger ^nd richer than that of 
other peoples because there is in it the eternity 
of ideas. Plato lived long after HomeSr, but 
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he was implied in the large forms of Homer 
and in his richness of cc^itent. His very con¬ 
ception of beauty lived, befifre he expressed it, 
in Greek art; for the artists had acted in terms 
of his thought; beauty had been to them 
something unii^rsal, serious,^ perceived ^th 
the whole mind and made by all its activities. 
The Greek drama welcomed aU thought, and 
was enlarged and diversified in form by it; and 
all the great art of the modem world has 
attained to its own large and diverse forms 
because we have learnt from the Greeks this 
fusion of thought and emotion. Folk-song is 
good, but The Magic Flute is better, because 
it has the cumulative power of an idea running 
through all its songs, so that the beauty of it 
grows the deeper we are drawn into it. Mozart 
himself, though he knew nothing of the Greeks, 
lived in a world that had inherited them and 
their eternity and was of it. 

But we have inherited that, world through 
the labour of scholars. Browning in his 
Grammarian's Funeral seems not to do 
them fun justice, for they laboured at the 
parts of speech, not for thdr own sake, but so 
that they might leai^ how to think. They 
knew that the eternity of thou^t was hidden 
in that language. The key to the universal 
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was in its very words, words chosen or made by 

the first men who passed from feeling the 
nniversal^to thinking of it and naming it, and 
\who preserved the concept of it in language. 
To regahi that concept it was necessary to 
know their lai|guage, and the grammarians, 
scenting the universal, learnt it, and with it 
the power of thought. They gave us not only 
philosophy but possibilities of ,art which but 
for philosophy would never be dreamed of, 
and we are still unaware what we owe to 
them. 

Professor Murray deals with the common 
belief that scholarship is hostile to progress. 
There is a fear, he says, that in studying the 
great teachers of the past we are in some sense 
wantonly sitting at the feet of savages ^; and, 
he continues, there are in life two elements, 
one transitory and progressive, the other com* 
paratively, if not absolutely, non-progressive 
and eternal, the soul of man is chiefly 
concerned with the second.” True, the soul of 
man is concerned with this eternal as a reality, 
not ourselves, into which we can enter. Because 
it is eternal and imiversal we cannot improve 
it; we can only experience it and so become 
a part of it, and our tnie business in life is to 
become a patf of it. As for material progress, 
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as for evolution itself, what is it but the freeing, 
of our capacity for the eternal? Increase of 
power over the material world does not give os j 
new frculties; it only allows us to exercise / 
faculties hitherto latent. It is paift of ihaV" 
whole process of evolution which is tiie ^yin^ 
of opportunity, to be used or wasted. Thfe 
giving of opportunity is the progressive, transit 
tory element in life; that for which opportunity 
is given is the eternal. So the individual may 
get or make his opportunity; and his capacity 
for the eternal may be suddenly and marvel^ 
loiisly freed; and this may happen also to a 
whole people, as it happened to the Greeks. 
Then there is progress, which to the fool seems 
merely material, and which is transitory. But 
what, in that moment of freedom, is experienced 
and expressed is the eternal, is that which all 
other men will experience and express if they 
get the opportunity and use it. And those 
who do get it and use it recognize this eternal 
in the past, know that it is not their own 
invention but a discovery made now, made 
before, aad to be made again and again. They 
know the accents of those who have discovered 
it, through all changes of circumstance, and 
the accents of those who have not. It is, 
Auffustine said, ^^a beauty old as new,^ with 
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the fmhness imd perpetual recurmi^ of the 
sunrise^ and the scholar is he who is aware of 
both. 

So, as Professor Murray says, communion 
with the past and its discoverers of the eternal 
is a real fact. The student, as he realizes it, 
feels himself one of a long line of torch-bearers. 
He attains to that which is the most compelling 
desire of eveiy human being, a work in life 
which is worth living for, and which is not cut 
short by the accident of his own death.'' So 
wei, can reconcile what seem to be the contra¬ 
dictor^^ of scholarship. The scholar receives 
the torch and hands it on; that is mere 
rhetoric, until you see that the torch is living 
fire. And the handing on of it is not only 
learning but doing. What we need in all 
education concerned with the eternal is to 

■4 

make the pupil feel that he is not only a learner 
but also a discoverer. If he reads a Greek 
play, it is not merely to master a text; it is to 
discQver that which the writer had discovered, 
that beauty new as old; and the greater the 
number of those who discover it, the more 
secure are mankind in their possession of it. 
For each individual who ^scovers it does, with 
his own identity, discover something fresh in 
it, and may hand this on to others. The 
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eternal is also infinite; nothing that is once 
said truly about it can ever be merely repeated; 
each experience of it is new because it is flie 
experience of a ne# mind, though that which 
is experienced is always the same. We our* 
selves may be humble creatures, but, if opce in 
our lives we experience the eternal, we add to 
the everlasting freshness of mankind. And 
this fact brings Professor Murray from a state¬ 
ment of the religion of the scholar to a state¬ 
ment of the religion of democracy. ‘‘The 
cardinal doctrine of that religion is the right 


of every human soul to enter, unh^dered 
except by the limitation of its^ own powers and 
desires, into < the full spiritual heritage of the 


race. 


w 


Scholars who pride themselves on their 
learning, as something of which the mass of 
men are incapable, are traitors to scholarship 
and prove that they are ignorant of its very 
subject-matter. To be proud of scholarship is 
to think that you have made the eternal your 
own private possession, which means that you 
have i^ver experienced it. For those who 
have experienced it know that it is for all m^, 
and long that aU may possess it llmt is why 
men become artists and philosophers; they 
wish all to share that which they have seen; 
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tbe wish is a necessary consequence of the 
vision, for the vision itself is not complete 
imtil it is shared. And so it is with the true 
teacher, he is a teacher bdbause, like the' artist 
and philosopher, he wishes to share what he 
has seen; if he has seen it, he must wish to 
share it. Fellowship is a quality of the 
eternal; and to see it fills men with the desire 
for fellowship. Recognize the accents of the 
eternal in some poet of the past and you must 
wish others to hear them. You hav6 entered 
into fellowship with that poet; and the two of 
you, gji^thered together, wish all mankind to be 
of your company. That was why he wrote; 
that is why we praise him; that is why 
Professor Murray translates Euripides. 
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M ost anthologies have this defect^ that 
they are too large and therefore their 
standard is not high. Mediocre verse is even 
less tolerable when it tries to be light or 
humorous than when it tries to be passionate. 
Mr. and Mrs. Melville, in their Anthology of 
Humorous Verse, do well enough in their 
earlier periods, where time has acted al^ critic 
for them. They print a good many poems 
that deserve to be better known than they are. 
There is also an historic interest in ancient 
attempts at humour even when they are not 
humorous. But this interest is lacking to the 
failures of the nineteenth century, and the last 
half of their bpok is full of these. Indeed, it 
reminds one of a curiosity shop full of shabby 
Victorian furniture. Thus Theodore Hook's 
verses about punning are neither new nor old; 
they are merely obsolete. 

For instance, aU may make you 0/4 your aunt an 
ant may kill. 

You in a vale may buy a and Bill may pay 
the HIL 


4 
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Or if to France your bark you steer, at Dover, it 
may be, 

A peer appears upon the pUr who, blind, still goes 
to secL 

Somewhere in Germany there is a museum of 
bad art, which no doubt has its uses; and it 
appears from the preface that tins book is 
meant to be a kind of museum of humorous 
verse. The authors tell us that they do not 
put it forward as a collection of masterpieces; 
their object has been “ not only to bring to¬ 
gether the best humorous verse in the language 
between Robert Herrick and Owen Seaman, 
but also to give representative specimens of 
the work of those wiiters whose efforts were 
acclaimed as successful by their contempor¬ 
aries.'” Can anyone have ever been amused 
by the lines I have quoted? If so, the fact 
is historically interesting, but I should like 
to see it proved. However, the collection has 
evidently been made with gi^t** industry; 'and 
those who have a taste for curiosities may even 
like to look at the verses of Theodore Hook. 

Mr. Leonard's anthology maintains a higher 
standard, but I wish it were higher, still. 
^*None can dispute," h% says, ‘Hhat in light 
verse there is an extraordinary amount of 
imperishable poetry which glorifies the English 
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langunge.” Well| 1 dispute it, and not from 
mere perversity. Indeed, 1 have often been 
surprised at the small amount of good light 
verse that has been written in any language— 
that is to say, of light verse that is also puetty. 
Mr. Leonard has sought far and wide^ but 
besides including many pieces that are not very 
good he has left out a few that ^e. He gives Us 
Merry Margaret, which is good enough, 
^ but it is not so good or so light as the poem to 
Mistress Isabel Pennell, which rises with such 
natural art from the doggerel of the first verse— 

By Saint Mary, my lady, 

Your mammy and your daddy 
Brought forth a goodly baby, 

to the poetry, enchanting though still,, close to 
common speech, of the dose— 

It were an heavenly health. 

It were an endless wealth, 

A life for God himself 
To hear this nightingale 
Among the bird^s small 
Warbling in the vale. 

There is the same rise without discord or incon¬ 
gruity in Marvell's lines To Im Coy Mistress^ 
and they too are omitted. Indeed, there is 
nothing by Marvell in the book. By Thackeray 
there are ten pieces, some of which have grown 
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stale; but we miss the lines on Mis. Katherine's 
Lantern^ which will never grow stale. Vet one 
cannot read any anthology without being sur¬ 
prised at its omissions; and Mr. Leonard has 
included many poems for which we are grateful, 
as, for instance, Jordan's Careless Gallant, though 
he has modified " certain lines which are not 
very shocking in the original. 

These two anthologies warn us that there is 
a distinction to be drawn between light and 
humorous verse, though the same poem may be 
both, and though the t^ms are loosely used. 
The best light verse is poetry at play, and 

only^a poet can write it. 

0 

What I speak, my fair Chloe, and what write, 
shews 

The Difference there is betwixt Nature and Art: 

I court odiers in Verse; but I love Thee in Prose ;* 
And They have my Whimsies ; but Thou hast my 
Heart. 

» 

This is a light verse of a prosaic age and of a 
worldly poet, yet it seems to be trembling into 
poetry, and there is no incongruity in the 
seriousness of the last word. Just as in the 
light inusic of Mozart there is always a way 
open passion, sa it is with the light 

verse of the masters; and in both it is beauty 
<3ii form that provides the opening. Good light 
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verse ^as the beauty of poetry and remembers 
poetry with respect. * The versifier may laugh 
at himselfy but he does not laugh at his art; 
and for that reason he does not laugh at all 
that his art implies. In his mood of the 
moment he may regard himself and- knother 
as butterflies hovering for a day over the flowers 
of an enchanted garden; but his object, like 
, Watteau's, is to give an immortal rendering of 
that transient delight, and to connect it with 
eternity by an expression of his Own sense 
of its transience. For, if we know that the 
moment is short, we know that the ages are 
long; and if we call ourselves trifles, we hnply 
that there is a reality not trifling. 

But at my back I always hear 
Time’s winged chariot hurrying near, 

And yonder all before us lie 
Deserts of vast eternity. 

You cannot make poetry or anything else out 
of an entire disbelief; and when a poet seems 
to smile at himself and his passion in light 
verse>, he smiles really at the ‘incongruity 
between his own little momentary self and the 
great .eternal passion that has entered into it. 

L%ht verse always has the u^^bility of 
moods. In it the poet does not laugh at high 
sustained flights, but confesses himself unequal 
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to them. He confesses himself to be* less than 
«what he*wishes to say; therefore he will only 
hint at it, smiling at his own impotence of 
expression. ^ 

What is this? Ma fai, the fact is 
That>,iny hand is out of practice, 

And my poor old fiddle cracked is, 

And a man—I let the truth out— 

Who’s had almost every tooth out, 

Cannot sing as once he snng, 

When he was young as you are young, 

When he was young and lutes were strung, ^ 
And love lamps in the casement hung. 

To see the diflFerence between light and humor¬ 
ous verse we have only to contrast MarveU’s 
Coy Mistress, from which we have quoted 
the most famous Hues, with his satires—for 
instance, with this passage from The Char¬ 
acter of Holland:— 

Glad then, as miners that have found the ore. 
They with mad labour fished the land to shore, 
And dived as desperately for each piece 
Of earth, as if’t had been of ambergris, 
Collecting anxiously small loads of clay, 

Less than what building swallows bear away. 

Or than those pills which sordid beetles roll, 
Transfusing into them their dunghill soul. 

Marvell was a poet, and never quite at his ease 
in utterly prosaic verse. But the point to be 
noted is that he tries to make the verse here 
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More Essays on Books 

utterly prosaic, as he tries to make it humorous. 
For whereas light verse is poetry at play, 
humorous vers^^ is usually prose at play, and 
can be made by men who are not poets at all 
and could not write a line with the music of 
poetry in it. Good humorous verse, though it 
takes the form of poetry, keeps the peculiar 
virtues pf prose. Take, for instance, the famous 
lines from Hudibnzs, in which the Puritans 
are said to 

Compound for sins they are inclined to, 

By damning those they have no mind to; 

Still so perverse and opposite 

As if they worshipped God for Spite. 

These are to be admired for their intellectual, 
not for their emotional, qualities. They are 
verse only because Butler was not serious 
enough to write prose. He laughs at Hudibras 
and advertises his laughter in his form. For 
there is an incongruity between the fr‘rm 
proper to the expression of emotion and the 
purely prosaic virtue of the matter, which 
makes us laugh independently of the matter 
itself, and it is this incongruity which soi..e. 
times causes verse to be unintentionally hunj*. 
ous, as in an unsuccessful Newdigate poem upon 
the Pilgrim Fathers, in which this coup, 
occurs— 
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So, ever guided by the hand of God, 

They jailed along until they reached Cape Cod. 

Here we have prose masquerading as verse 
without knowing it, but in Swift and Butler it 
masquerades intentionally and profits by the 
greater brevity which the form of verse imposes 
upon it, and by the fact that the form advertises 
its humorous intention; for we assume that a 
writer means to be humorous when he puts 
prosaic matter into a poetic form. 

Unfortunately this assumption, so easily 
induced, has led many writers to think that 
humorous verse is easily made. Mr. and Mrs 
Melville*® anthology contains many pieces which 
have nothing to recommend them except the 
incongruity between matter and form. Here, 
for instance, are the first two lines of A Vision 
of Siren Soup, by Shirley Brooks:— 

he alderman woke from his nightmare, howling a 
terrible cry; 

Punched his wife’s face with his elbow; at morning 
she had a black eye. 

'I 'he rest is no better, and it has only one object, 
li lOiely, to advertise the fact that it is meant 
to be humorous. It reminds one of the 
comedian who paints his^ose red to show that 
he IS funny and then has nothing funny to say. 
Anyone can see now that it is not good, for 
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its style is quite out of fashion. But much of 
our modem humorous verse will seem no better 
when it also goes out of fashion; for it is still 
not commonly' understood that verse is not 
worth writing at all unless it has the virtues 
,, either of poetry or of prose. The incongruity 
between matter and form is not enough'' to 
justify its existence. We have many writers 
who say nothing in their verses except that 
they are not poets and do not wish to be. 
They use verse as a means of laughing at 
poetry, not at themselves. They parody 
emotions when they are not parodying styles, 
and they do so merely to raise a laugh and 
without any reserve of admiration. All parody 
is a parasitic form of art, and it is often a 
troublesome parasite. Mr. Leonard in his 
notes quotes Swinburne's outburst against 
Calverley, “ A jester, graduate or under¬ 
graduate, may be fit enough to hop, skip, and 
tumble before University audiences, without 
capacity to claim an enduring or even a passing 
station among even the humblest of English 
humeurirts." This may seem harsh; but Swin¬ 
burne was provoked by the fact that Calverley 
taught his imitators ac fatally easy way of rais¬ 
ing a laugh and that he himself had often no 
object except to raise one as easily as he could. 
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Calverley's defect is poverty of subject-matter. 
He wrote for a small class, not for the world 
and he wrote about things that are amusing 
only to that class. His parodies, unlike Swin- 
bume'^s, are criticisms of the manner of the 
poet parodied, not of his mind. They are 
more amusing than just, mere practical jokes 
brilliantly executed, whereas Swinburne’s parody 
of Mrs. Browning is a reductio ad abmrdum, and 
we feel that Mrs. Browning herself might have 
written it in an unguarded moment. Parody 
is caricature; and like the best caricatures, 
the best parodies have an essential, not merely 
an accidental, likeness to the original. They 
are concerned with its very nature, not with its 
mannerisms. Here, for instance, is a verse from 
Swinburne’s parody of Mrs. Browning in which 
the Woodlouse justifies itself to the Poet:— 

And 1 sacrifice, a Levite—and I palpitate, a poet; 
Can 1 close dead ears against the rush and 
resonance of things? 

Symbols in me breathe and flicker up the heights 
of the heroic; 

Earth*s worst spawn, you said, and cursed me? 
look! approve me ! 1 have wings. 

That has even some of t];ie merits of the victim, 
and could only have been written by one who 
had read her with delight. There is only one 
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of Swinburne's parddies which is an attack 
upon the writer parodied, that is a long 
dull failure. 

But parody at best is a trivkd kind of 
humorous poetry. It only ceases to be triviid 
when it is practised incidentally, as by Aristo¬ 
phanes, and with some larger purpose, ^^he 
parodist has his material provided for him, and 
if it is a well-known poem he is sure to make 
some one laugh. But in other kinds of humor¬ 
ous poetry the writer has to provide his own 
material; and he must be judged by the 
quality of that as well as of his execution. 
Hood, for all his ingenuity, is becoming obso¬ 
lete because his material is usuaUy poor, ^e 
make^ verbal ^jokes round a subject-matter not 
humorous. But the IngoMsby Legetida* are 
still good to read because their subject-matter 
is humorous, and the Bah Ballads are likely 
to last for the same reason; there are sound 
prosaic merits in both. Like Barham, Sir 
William Gilbert had usually a good story to 
tell; like Barham, too, he had an original 
mastery of comic verse, and could laiigh in it 
as the poets sing in poetry. Of the two Bar¬ 
ham was superior in energy and Gilbert in idea. 
It was Barham's peculiar gift to .combine a 
headlong volubility of speech vdth a medianical 

70 



Light and Humorous Verse 

• » 

perfection of versificatiov so as to make us 
laugh at their «liieongr^ty. This was not a 
mere trick, for his high spirits were real, not 
affected for literary purposes, and he seems to 
write in verse rather than in prose for the same 
reason that a child dances when it might walk. 
Gilbert alaO had high spirits, but he had more 
satiric power than Barham. He thought more, 
and combined ideas with high spirits as he 
combined extravagance with demureness. He 
could inake prosaic sentences dance in verse 
as if they were solemn people mesmerized. 
Neither he nor Barham assumes a humorous 
manner; their fun seems to grow naturally out 
of l^eir attitude towards life; they are like good 
actors whose art is being rathet' than acting. 
And that is the secret of all humorous verses 
You must be humorous before yoi^ can write it. 
No desire to ridicule things, no verbal dexterity, 
no trick of style, will give success. Unfortun¬ 
ately, the man who is not humorous by nature 
is the last to suspect his own deficiency. 
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H aving discovered Chinese painting, we 
are beginning to discover Chinese poetry. 
The process is slow, for it has to be performed 
for us by scholars; the poetry, unlike the 
pictures, must be translated for us. Yet it 
brings us not merely new knowledge, but also 
a new d^ight; for it is the peculiar virtue of 
Chinese poetry that it remains poetry in a 
literal translation. Something must be lost, 
but the more literal the translation the more 
we become aware of the merits of the original. 
It is a strange and wonderful experience to 
read Mr. Waley's translations of Chinese poetry. 
Read them and you will find that a new planet 
swims into your ken. 

Mr. Waley says that any literal translation 
of Chinese poetry *‘is bound to be to some 
extent rhythmical, for the rhythm of the original 
obtrudes itself.” Certainly there is a delicate 
rhythm in his translations, and this poetry 
seems to speak natmally to us in our own 
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language, without any addition of English 
poetic ornament. So pow^ul is it that it 
makes poetry of English words that are only 
struggling to give the sense of it, and a poetry 
which, though new to us, seems to supply 
something that has always been wanting to 
the poetry of Europe., 

It is the same with the versions, less literal 
perhaps and more literary, of Mr. Ezra Found. 
He, too, astonishes us with a new beauty; we 
recognize it as we recognize a new and wonder¬ 
ful tune, and we wonder why no European 
poet has ever written thus. Fdr there is 
nothing outlandish or primitive in it. Ilather, 
it is more civilized than any poetiy of our own, 
more reasonable and nearer to prose. The 
great poets of Europe, in their themes and 
their language, insist that they are poets. 
They stcui: singing, as it were, with a magnifi¬ 
cent gesture; but the Chinese poet starts 
talking 'in the most ordinary language and 
voice of the most ordinary things; and his 
poetry seems to happen suddenly out of the 
commonplace, as if it were a beautiful action 
happening in the routine of actual life. That, 
no doubt, is why it suffe^ so little in a literal 
translation. Its beauty is the beauty of 
thought itself; and the poet does not try to 
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raise himself to beauty bf thought by beauty of 
language. He practises no auto-suggestion, 
and is concerned less with his own feelings than 
with what has stirred them. European poetry 
is apt to express merely feelings and to express 
them in the music of words. So often, without 
that music, it is nothing. But Chinese |k>etiy 
gives us the very cause of emotion^ which 
arouses that emotion in the reader even when 
expressed in the plainest words. Here, for 
instance, are some lines from a poem of the 
Han dynasty, written in the first century b.c., 
in which a poor man tells how he resolves to 
go out into the world to make his fortune, 
and how his wife tries to keep him at 
home:— 

There was not a peck of rice in the bin ; 

There was not a coat hanging on the pegs. 

So 1 took my sword and went towards the gate. 

My wife and child clutched at my coat and wept: 
**Some people want to be rich and grand, 

1 only want to share my porridge with you. 

Above we have the blue waves of the sky; 

Below the yellow face of this little child.” 

Here we are moved by what the wife says, and 
it has only to be said in the simplest words to 
move us, as if a great poet had written it in 
our own tongue. Something happens in the 
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poem; and it happeits again in the tiws- 
lation. It is truth, the truth of the love 
and nature of woman, a universal truth that 
makes its own music; and all the poet has 
done is to see it and tell us what he has 
se^. 

It is the {^uliar art of Chinese poets not to 
arouse any expectation in us by their method 
of address. European poets have the ambition 
to make an orchestra out of language; but 
the Chinese seem to play on a penny whistle, 
and then suddenly, with a shy smile, to draw 
the most wonderful thin music out of it. Any¬ 
one could do it, they seem to say; and they 
convince us that poetry is not a rare and exotic 
luxury, but something that happens in life 
itself, something that one needs only to watch 
for and reccHrd. They are passive to this 
poetry of reality; they take it in and then 
give it out again, without insisting that it is 
their own achievement, without wishing us to 
be impressed with the momentousness of their 
passions or the depth of their sorrows. And 
for them there is no class of poetic events; 
they are . the most utter realists, but not on 
principle or in any Reaction from the 
romantic. Nothing is common or unclean to 
them, and they have the innocence of 
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Paradise ^ with the sensitiveness of cm old 
and lexquisite civilization. They have ideas; 
but ideas have not made them blind to 
things; rather they see things more vividly 
in the light of ideas. Like Mozart, they 
give us the folk-song of a philosopher. 

Again and again one is struck by the l^uti- 
ful manners of these ^ poets, manners whidi 
make them more, and not less, poetic. Both 
the T’ang and the pre-'Tang poetry seem to 
belong to an age of reason, but reason controls 
rather than chills their passion. It is the 
poetry of the sober who need no incitement of 
the appetites cmd no mob-contagion to put 
ttiem in love with life. Their love-poems 
are written rather to wives and children 
than to mistresses; and they combine the 
politeness of Prior with the tenderness of a 
ballad. Here is a passage &om a poem of 
farewell which Chin Chia, a poet of the Han 
dynasty, sends to his wife, because she is ill 
and away from home and he cannot see her 
before going to the capital to take up an 
appointment:— 

One parting but ten thousand regrets; 

As I take my seat my^heart is unquiet. 

What shall I do to tell you all my thoughts? 

How shall I let you know of all my love? 
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Precious" hairpins make the head to shinc^ 

And bright mirrors can reflect beauty. 

Fragrant herbs banish evil smells, 

And the scholar’s harp has a clear note. 

The man in the book of odes who was given a , 
quince ' 

Wanted to pay it back with diamonds and rubies. 
When I think of all the things you have done for 
me, 

How ashamed 1 am to have done so little for you. 
Although 1 know that it is a poor return, 

All I can give you is this description of my 
feelings. 

And here is a poem which Fo Chu-i sends, 
while on a journey, to his little daughter A- 
Kuei, whom he has left with her nurse, Mr|. 
Ts'ao:— 

To distant service my heart is well accustomed; 
When I left home it wasn’t that which was difficult, 
But because I had to leave Miss Ku’ei at home— 
For this it was that tears filled my eyes. 

Little girls ought to be daintily fed: 

Mrs. Ts’ao, please see to this. 

That’s why I’ve packed and sent a silver spoon. 

You will think of me and eat up your food nicely. 

Our poets seem often to be looking away out 
of their own lives into some distance of the 
past Po Chu-i finds all his wonder in his own 
life; it is on the ground lie treads and not in 
the blue far-away mountains, and it is in 
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the language, the images, of ordinary life. 
Yet it is never prosaic in the bad smise, never 
subdued to the routine of life or ill-natured 
with mere discontent. He ^^d the other 
Chinese poets do not complidn of the world 
that it is stupid and hostile. Their businips is 
to surprise the beauty of the woiid and to be 
surprised by it. They are like good craftsmen 
who make lovely things out of objects of use 
by shaping them, not by ornament. And 
there is for them a likeness, not a romantic 
contrast, between human life and the beauty 
of nature. Po Chu-i, being on duty all night 
in the palace, dreams thus of a temple in the 
mountains:— 

At the western window I paused from writing 
rescripts; 

The pines and bamboos were all buried in stillness. 
The moon rose and a calm wind came; 

Suddenly, it was like an evening in the hills. 

And so, as 1 dozed, 1 dreamed of the south-west 
And thought I was staying at the Hsien-yu Temple. 
When 1 woke and heard the dripping of the palace 
clock 

1 still thpught it was the murmur of a mountain 
stream. 

And these poets haye that delight in places 
which is the surest sign of a happy society. 
The place, the people, the season, are all a 
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part of the music of this poem by an ^peror 
of the sixth century a.d. :— 

A beautiful place is the town of Lo-Yang; 

The big streets ^ full of spring-light. 

The lads go driving out with harps in their, hands : 
The mulberry gj^ls go out to the fields with 
their baskets. 

Golden whips glint at the horses’ flanks, 

Gauze sleeves brush the green boughs. 

Racing dawn, the carriages come home, 

And the girls with their high baskets full of fruit. 

Though far away in time and space, this Lo- 
Yang is like an old West-country town where 
the people know how to be happy in the 
orchards close to their streets, where the spring 
blossom is in their hearts and their voices, and 
they have no desire to be what they are not. 
These poets have not that desire which makes 
us and our poetry ugly and restless. For them 
beauty is in things as they are and their busi¬ 
ness is to find it, beauty in all the simple things 
that liappen to men, not in the peculiar jpnis- 
understood passions of poets. And the beauty 
they find is so quiet, so reasonable, so irresist¬ 
ible, like the actions of a saint, that the more 
we know of it the more it must afiect our own 
poetry, idiieh is now exp^tant of a future it 
has not yet found. The poetry of our own 
great past seems to be worked out, both in 
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language and in themes. The young poets of 
the present do not experiment merely for the 
sake of the game, but because they are trying 
to find poetic manners and moods natural to 
themselves and their own time and. circum¬ 
stances. They are not content to sipk into 
mere prose, to make a literature like our manu¬ 
facturing towns; nor to pretend to be Miltons 
and Shelleys and Swinburnes, as the Roman 
poets of the decadence pretended to be Virgils. 
So, as Europe at the Renaissance found its 
own future in the literature of ancient Greece, 
our poets may now find their future in the 
poetry of ancient China; they may recognize 
in it that wHch they themselves ^ to dq. 
This recognition would not be the imitation of 
a barren age at the mercy of its^ own past. 
The Chinese poetry moves us because it seisms 
to be not of yesterday but of to-morrow. Here 
are the values, at once simple and subtle and 
dear, that we desire. It is the poetry of men 
who know what they want in life and who 
want what is worth having for all men and not 
for ^^asants alone or dilettantes or blond 
monsters or archaic saints. It is the poetiy 
and the language a^d the desire of all men; 
it is the universal that is in us all, men, women, 

and children; and we do not need to force 
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ourselves into some unnatural state of mind to 
enjoy it. One could quote these poems any* 
wheA and to anyone, in the midst of conversa¬ 
tion, without change of voice and without any 
sense of incongruity; for to the Chinese poet 
there are no incongruities and no separation of 
poetry and prose in life. All life trembles into 
beauty like leaves stirred by the wind; and it 
remains itself even while it trembles. 

There are many things in Taoism that we 
cannot .understand; but perhaps the Chinese 
poets will help us to understand them. For 
they seem to have by nature that passive 
attitude to reAlity, beyond good and evil,'” 
which Taoism aims at. ‘‘The perfect man 
employs his mind as a mirror. It grasps 
nothing; it refuses nothing. It receives, but 
does not keep.''^ The Chinese poet seems to 
receive everything and to keep nothing. In 
his passivity he takes in and he gives out, as if 
his art were a process of nature, as if he were 
a plant absorbing the sunlight and pouring 
it out again in scent. He does not seem to 
choose even his themes; they also happen to 
him, and he cannot write of what does not 
happen to him. But ^Western poets have 
always been too wilful; they have been resolved 
to make this or that happen to them; and so 
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they have a class of poetic themes and also a 
poetic language. But, for the Chin^, 
is something beyond language. As ,C%uang 
Tzu, the Taoist philosopher, says: The raison 
d'itre of a fish trap is the fish. When the fish 
is caught, the trap may be ignored. The 
raison d^itre of language is idea. When the 
idea is expressed, the language may be ignored*'^ 
And Chinese poetry has a strange power of 
making us ignore language, as if the pure idea 
happened to us when we read it. It produces 
in us that utter passivity of which the Taoists 
speak, so that our minds make no resistance to 
it. There is no egotism in the poet to provoke 
our own, not even the egotism that lusts after 
fine execution. The Chinese poet does not, like 
Keats, look on fine phrases like a lover. 
There is never any emphasis in his poetry; 
never at any one point does anything happen. 
But the whole poem happens, to us as it has 
happened to him: and only when you' have 
finished it do you see how completely it has 
happened. As the Chinese say, in poetry the 
sense goes on when the sound has ceased. 
You become a poet yourself as you read it; an 
experience has been ^communicated to you so 
that it is your own, so that you have lived it, 
and not merely read it; and, as for the words, 
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they axe f(nrgotten in the fact So to lead 
this poetry gives you a disgust for tl^ outworn 
professionalism of our poets. It sets you on 
your guard against iheir very methods of 
address; they seem like stump orators edter one 
has been li^f^ening to quiet and exquisite talk. 
And they themselves know this; they are ill at 
ease in the trappings of the past, tired of fancy 
dress; they wish to speak like ordinary men, 
and yet to remain poets. 
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I CANNOT read Mr. Pearsall Smith's an¬ 
thology of English Prose without thinking 
of the anthology I would make myself and 
wondering all the while why his differs from 
mine. Why, among writers of the past, does 
he omit Shaftesbury and give but one passage 
from Johnson, when he gives so many from 
Sir Thomas Browne? Why is there not 
more of Gibbon's wit, and why not his 
great passage upon the funeral and character 
of Julian the Apostate ? Why so many 
short, laboured, and not profound sentences 
from Carlyle followed by but one extract from 
Newman? Why the Gioconda passage from 
Pater, which has the defect that it is false? 
Why no Dickens at all, and no William 
Morris^Nand no W. H. Hudson ? The answer 
is that Mr. Pearsall Smith lays his own emphasis 
in this anthology and 1 should lay another. 
For him our prose is greatest when it is nearest 
to poetry; it is overshadowed by our poetry 
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and almost its poor relation. A frenchman 
reading his anthology might say: “AUl this 
is magnificent, but it is hardly prose. This 
is the literature of a people that can sing 
and p|^ch, but cannot converse. 1 listen vrith 
amazement to all thes^ prophets, but I should 
not care to talk with them; for, to tell the 
truth, they are not civilized. They do not 
seem to be men like myself, only abler; they 
are chiefs or elders at a tribal gathering, practis¬ 
ing the eloquence of barbarians.'^ 

Yet there is another side to English prose 
which Mr. Pearsall Smith almost ignores: 
perhaps because he is making an anthology 
and that other side cannot easily be exhibited 
in extracts. Prose of its very nature is longer 
thai^ verse, and the virtues peculiar to it mani¬ 
fest themselves gradually. If the cardinal 
• virtue of poetry is love, the cardinal virtue of 
prose is justice; and, whereas love makes you 
act and speak on the spur of the moment, 
justice needs inquiry, patience, and a control 
even of the noblest passion^ But English 
Prose, as Mr. Pearsall Smith presents it,'is 
at the mercy of its passions and just only by 
accident. By justice l|ere I do not mean 
justice only to particular people or ideas, but 
a habit of justice in aU the processes of thought, 
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a style tranquillized uid a form moulded by 
that habit. The master of prose ts Stot coM, 
but he will not let any word or image inflame 
him with a heat irrelevant to his purpose 
Unhasting, unresting, he pursues it, subduing 
all the riches of his mind to it, rejecting all 
beauties that are not germane to it; m^ng 
his own beauty out of the very accomplishment 
of it, out of the whole work and its proportions, 
so that you must read to the end before you 
know that it is beautiful But he has his 
reward, for he is trusted and convinces, as 
those who are at the mercy. of their own 
eloquence do not; and he gives a pleasure all 
the greater for being hardly noticed. In the 
best prose, whether narrative or argument, we 
are so led on as we read, that we do not stop 
to applaud the writer: nor do We stop to 
question him. But we stop, whether to 
applaud or to question, at a sentence such as 
ti^s, which Mr. Pearsall Smith gives us from 
Carlyle 

Brave Sea captain, Norse Sea-king Columbus, 
my herd, royalist Sea-king of all! it is no 
friendly environment this of thine, in the waste 
deep waters: round thee mutinous discouraged 
souls, behind thee disgrace emd ruin, before 
thee the unpenetrated veil of Night. 
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,If a writer continues long in this style, he 
we^es ns Mke a man talking at the top of his 
voice; and if he dpes not continue, the passage 
distiracts us with its incongruity, like a sudden 
shouting. Carlyle here, and often, yields to a 
habit of excitement as if he had a right to be 
indul^^ Li it. He is like a man who will 
make Speeches at the dinner-table to show {he 
force df his convictions. These are the manners 
of egolj^sm, and egotism is the worst of all faults 
in pros^ 

For ffose is the achievement of civilization, 
of peopb who have learned to discuss without 
blows o* invective, who know that truth is 
hard to find and worth finding, who do not 
begin by accusing an opponent of wickedness, 
but elicit reason and patience by displaying 
them, ^u cannot say in poetry what the 
best pros« says, or accomplish what the best 
prose acccpiplishes. Civilization may not sur¬ 
pass a prinitive society in heights of rapture 
or heroisn, but it is, if it be civilization, better 
for everycky life, kinder, more rational, more 
sustained in effort; and this kindness and 
reason ancj sustained effort are expressed and 
encouraged in the masterpieces of prose. The 
French un^rstood this long ago, because they 
prize civili^tion and enjoy it. Pascal, writing 
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his Provincial Letters in 1656 upon a subj^t 
obscured by mediaeval subtleties and distorfbd 
by party passions, is already just, polite, and 
lucid; he does not even affect the magnifij^t 
disdain of Gibbon, but is a civilized man ;|cdk- 
ing to other civilized men, and therefore al the 
^more deadly in debate. But it is fallacie^hat 
he would kill, not those who maintahi jfihem. 
He knows that the art of controversy is,|iot tp 
begin with invective, but to state your tase in 
such a way that those who like invect^fe will 
supply it themselves against your adverfary. 

^ we read Milton’s controversy its 
accidents, splendid as they are, but|'Pascar8 
still for the controversy itse^. Thoij^h he is 
not clothed in shining armour, he Gghjs for the 
children of light in all ages, with nq pretence 
of being an angel or a dervish, bdb quietly 
appealing to the everlasting reason frptf whence 
, comes his help. In this book of Mi Pearsall 
Smith’s, with its array of great and 

great passages, we notice how hb modems seem 
to archaise when they would soar, ja if they 
must pretend to be of the giant i^Se before 
the flood so as to believe in their >wn great¬ 
ness. Emet'son says:— 

Our fnendships hurry to short and poor 
condusions, because we have male them a 
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texture of wine and dream& instead of the 
tough fibre of the human hea^ ‘ 

Ruskin, even in Prcbeterita^ writes thus of his 
first sight of the Alps:— 

Infinitely beyond all that we had ever thought 
or dreamed—the seen walls of lost Eden could 
not have been more beautiful to us; not more 
awful round Heaven, the walls of sacred Death. 

Pater begins a paragraph:— 

I have remarked how in the process of our 
brain>bhilding, as the house of thought in 
which w,e live gets itself together like some 
airy bird's nest of floating thistle-down and 
chance straws, compact at last, little accidents 
have their consequence. 

Stevenson, in a l^er, and talking of familiar 
things, sayi^:— 

Methought you asked me—frankly, was I 
happy F Happy (said I); I was happy only 
once; th^ w€us at Hy^es; it came to an end 
from a variety of reasons, decline of health, 
change of^ place, increase of money, age with 
his stealing steps; since then, as before then, I 
know not what it means. 

It is always finely, but not naturally, said. 

Each writer seems to have a model not 
quite suited to the matter or the occasion, 
and makes us think of this model when we 
should be thinking only of what he has to say. 
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But the prose which interests us end 

persuades us unconsciously to go on reading it, 
seems to be made by Ihe matter and the 
occasion; it is like talk between intimates, and 
the writer draws us into intimacy by his 
manner of address, which assumes that we do 
not wish to be tricked or dazzled, tha% if he 
has anything worth saying,%e shall listen to it 
for its own sake. 

There is less of this prose in our literature 
than we could wish, but more than we shodld 
gather from Mr. Pearsall Smith's anthology. 
It began to be written about the time of the 
Restoration by Cowley, Halifax, and Dryden 
among others. Mr. Pearsall Smith gives one 
short passage from Cowley, one from Halifax, 
and none from Dryden—perhaps he thinks 
that the best of Dryden's prose is in his verse. 
But the first easy master of it is Shaftesbury, 
especially in his Letter Concerning Kn^husiiaem, 
Here the case is all the more remarkable 
because he is talking of religion and saying 
things both novel and profound about it. His 
plea is for good humour in controvemy, and 
he gives an example of it in his own letter. 
He begins lightly enough, and then, with a 
humane and natural art, leads iis into serious¬ 


ness;— 
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This, my Lord, is the security agadnst super¬ 
stition : To remember that there is nothing in 
God but what is God-like; and that He is 
either not at all or truly and perfectly good. 
But when we are afraid to use our reason freely, 
even on that very question, ‘‘Whether He 
really be, or not''; we then,actually presume 
Him bad, and flatly contradict that pretended 
character of goodness and greatness, whilst we 
discover this mistrust of His temper, and fear 
His anger and resentment in the case of this 
fr^om of enquiry. 

But though this is just and even now fresh, we 
cannot deny that it lacks the music and images 
of Jeremy Taylbr or Milton; and they are 
absent from the prose of Johnson and all the 
eighteenth century. For that reason the 
Romantics despised even its virtues; for them, 
again, prose became the poor relation of poetry, 
and must wear its cast-off clothes; or else they 
wrote like orators addressing a crowd with 
repetitions and loud emphasis, abrupt transi¬ 
tions and noisy images. Hazlitt is more 
eloquent than scrupulous; he never seems to 
be alone with you as you read him, but rather 
speaking to catch votes, even though it be for 
the best writers or painjers; and Macaulay, 
ignored by Mr. Pearsall Smith, is worse. His 
prose has all the defects of a nation political 
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rather than social^ he is incapable of medita¬ 
tion or even of converse, but lectures always; 
while Burke writes of the Sublime and Beautiful 
like an orator. 

So, but for a few shy, never enough honoured 
writers, there is , one whole province of the 
English mind left out of our prose, for ^e are 
capable of meditation and intimate talk; we 
are more civilized than our manners or oui 
style. Mr. W. H. Hudson, for instance, seems 
always to be meditating or remembering; 
writing for him is a means of saying what he 
would never say aloud. He makes his dearest 
friend of the reader, and confides in him with 
speech that has the beauty of a wild animal^s 
eyes. And Mark Rutherford, with a different 
kind of matter but the same shyness and 
melancholy faith, arouses a like confidence in 
us. These writers seldom say much in a single 
sentence or even paragraph, but they have a 
cumulative power that cannot be proved by 
quotation, a wandering music that blows where 
it lists, because they never force their inspira¬ 
tion or^tell you what they have not got to say. 
Their peculiar quality is justice.; they describe 
without a laboured ^eagerness or momentum, 
and without vivid words, just what they have 
seen and felt. They do not exploit their loves 
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or their hatreds^ and it is wonderful that yan 
should remember so well what is said with so 
little emphasis or apparent skill of words. 
Yet it is remembered, like a thought that does 
not need saying; it sinks deep into the mind, 
bey ond language, like an actual experience, and, 
if you read their books with care, you are 
changed as if by an event. 

But such writers are likely to remain few, 
for they little encouraged. We are not 
yet a public of readers civilized enough to 
demand the highest virtues of prose; we prefer 
clamorous sublimities ^ and phrases that ask 
to be noticed; we must be urged through a 
book by the crack of the writer’s whip. Yet 
still one dreams of a prose that has never yet 
been written in English, though the language 
is made for it and there are minds not incapable 
of it, a prose dealing with the greatest things 
quietly and justly as men deal with them in 
their secret meditations, seeming perhaps to 
wander, but always advancing in an unbroken 
sequence of thought, with a controlled ardour 
of discovery and the natural beauties of a 
religious mind. Johnson might have written 
it, if he had had a stronger sense of beauty and 
more faith in the flights of reason; Newman if 
he had been a greater master of words and less 
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afiraid of his own questioning; Hfeniy James if 
he had exercised his subtlety on larger things. 
But the best of our prose writers, living or 
dead, are not civilized enough, or too much in 
love with something else, or not enough in love 
with anything, to write the prose we dream of. 
The English Plato is still to be. ^ 
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I N men's conceptions of God, theology is 
later than myth, and it has never been able 
to control myth with its logic. While the 
philosophy tries to deduce all the logical im* 
plications from the postulate God, it is the 
common mind that clothes God with character, 
that makes Him real and alive, and often, in 
the process, makes Him undivine. The problem 
of the ages has been to conceive of a God who 
is both real and divine, who has both logic and 
life in Him; and because all through the ages 
logic has been sacrificed to life, or life to logic, 
tbere have always been men, since there has 
been theology, who refused to believe in a God 
at alL But often this refusal of theirs, though 
it seems to' them absolute, is really provisional. 
All actual conceptions of God are either futile 
in their own unreality or dangerous with the 
egotism of mah; therefore it is wisest not even 
to ask whether God exists. But men will 
not rest content with this provisional refusal; 
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ne^ will iiiey despair of conceiviBg the real 
God aad recogoizing His reality in their con¬ 
ception ; and in his book God the Invis^ 
Kirtg^ Mr. Wells makes the attempt once 
more. 

His God is not an explanation of things. 

There has always been a demand upon the 
theological teacher,'' he says, that he should 
supply a cosmogony"; and in answer to that 
demand the unreal God is supplied, the Gteat 
First Cause. His God is not a Great First 
Cause; he insists that men, because they 
have thought of God as an explanaticm, have 
had a wrong conception of divinity; it ,hns 
meant for them omnipotence, omnisdence, 
infinity, the absolute, all mere theologic^ ab¬ 
stractions. The real God must be freed from 
these and from the bondage of man's logic. 
He must be a person, finite, stru^ling, im¬ 
perfect in all things except in intention. His 
divinity consists in His purity of intention, 
and in His immortality; and nothing distin¬ 
guishes Him from other kinds of life except 
this immortality. In all other respects He, 
like the whole universe, is becoming. It is not 
merely creation that groaneth and travailetii; 
but also God Himself, whfr has ndt created it, 
who, though immortal, doe*-not dweirin 
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etesrni^, Jnit Jxi time and 
. He k % part of the iinivei»ev Wfai(& 
ami traTaOethy that part of it which meaiift 
well aad only^ wdl. Bat He is not, mcsrely 
something not oorsdves, or ourselves, that 
nsak^ righteousness. He is, Mr. WeUs 
insists, a person and a righteous person, One 
whom we can admire and love^ as we love and 
admird each other. like us at our best. He 
meani weH, but, unlike us. He means always 
and purely well. Besides and behind this God, 
tiiere is a Veiled Being ^ whom we cannot 
knqw ^or love or admire,)eWmd of whom God 
Hhnse|P may know little more than we do., 
The origin of God, for He seems to have had 
an on^. Is not known to Himself any more 
than to us. All we can know is that He is, 
that He is our Captain; and that our duty is 
to make of the world a theocracy, so that we 
may be all at one in doing His will. 

Bui we must be perfectly disinterested in 
our desire to do His wilL He does not promise 
to as in^viduals, eternal life. Indeed, 
bebrf HI Mr. Wells's God is incompatible with 
bdi^ in indf^ual immortality, for His aim is 
the omquest hf death, first the overcoming 
of ds^ in^the indilldual*b|?i^^ incorporation 
ofthemo^v^^ his life j|i% an undyii^ pur 

' 97 


Q 




Essays: oq Books ; 

pose, afid^ the defeat of that dwth that 
BeeQ^a to thmten our i^ecks upon a codhig 
pkbet beneath a cooling sun.'' T^t is 
aim of God and of man; that is why man ia to 
be disinterested, and that is how he is to Share 
the disinterestedness of God. Both are to aim 
at this overcoming of death, and the vi]%ies of 
man, as of God, are generated in this aim. 

It is here that we become aware of the in¬ 
adequacy of Mr. Wells's conception of God, 
and of man. We are reminded of the question 
which Morris asked about the Great Sodal 
dievolution—^ As we turn away &om the dag- 
stafP where the new banner has been just run 
iip; as we depart, our ears yet ringing with 
i:he blare of the heralds' trumpets that have 
proclaimed the new order of things, what 
^^we turn to then ?” His answer is—Our daily 
labour, freed at last from the tyranny of the 
struggle for life. So, too, no doubt, Mr. Wells 
would say, that in the conquest of death man 
wild achieve virtues, jojrs, faculties undresiint 
of; and these he will still experience and 
exetdse whmi he has conquered death. Yes! 
but, according to Mr. Wells’s conception of 
man and God, of the whole universe, idl virtues, 
all joys, aU faculties are eyoived in tiiis process 
of the conquest of death; it is a biolcgi^ 
^ ^ .98 
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eoQ^p^uni, ioid Ibas tbe ddSaot, 0 f 
conc^tidtis wliien they are appU^ our 
values, tiiat, for it, everythii^ is provisidu^ 
everything is valued in terms of something 
—^namdj, the conquest of death, whidh is ii6t 
a pc»ithre good, but the removal of an evil. 
Since all that is good is'evolved in the effort 
to remove that evil, all good exists in relation 
to that evil; and virhat will become of the good 
when the evil is removed ? 


The mind of man can never be content with 
this provisional valuing of things; for it is 
passionately convinced that our values are npt 
all thus provisional When we love, we Ipve 
things themselves and not their tendend^ 
Our interest in their tendencies is scientiffc and 
, moral; but in love there is another quality, 
which must be also in the love of God, if G^ 
is to be real to us; and that is the quality 
which man expresses in his art. It iS the 
essence of love that it is not provisicmal^ if we 
discover it to be provisional it is no. longer 
love for ua ]jove affirms passionately'^lat it 
is Icnr the object ii[ Itself; and art expresses 
this affirmation. Now it is interesting to find 
Mr. Wells, in this book, describing art as an 
exploiation of inlmmit* human possibility^ ^ 
as, Seust, a kind of sdence. But ia not a 
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kind of sdaice; the sdenti^c dei^ent in it is 
only a meahi^ to its own end, which is tibe 
expression of man’s values. Mr. Weils, when 
% is most an artist, is not even indirectly eon- 
, cemed with the conquest of death; he expresses 
values for men., and women in themselves, and 
his art has for us a value in itself and not in 
the remotest relation to the,conquest of death. 
This immediate value, this love, enters into all 
religion, is the essence of religion, which is 
indeed the afHrraatian of absolute values, and, 
when it becomes fully conscious, of the absolute 
value of God. 

But Mr. Wells, almmg at a. conscious religion, 
at the discovery of a real God, still thinks in 
terms of the struggle for life. His object is, to 
harmonize that struggle with religion, to ex* 
plain the existence of God in terms of it. He 
would reconcile our values with the struggle 
for life by insisting that God Himself takes 
ppLTt in it, and that God is to be valued because 
He taJ^es part in it.. His virtue consists in the 
fact that He is trying to qpnquer death for qs; 
and dur virtue is the effort to conquer death. 
In that effort we do conquer death in so far 
that we cease to fear it; and, being thus fceed, 
"^Irom the fear of death, we attain to salvation. 
Morally perhaps this^ view is adequ^; but 
^ fOO 
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mail) his Jbe^ is not a merely mo^ iieu^ ; 
and he cannot be content with God who is 
merely moral, as he is not content with me^ 
who merely moral Just as we love m^ 
for what are and not only for what they 
are tryi^ to do^ so we must love God for what 
He is not only for what He is trying to 
do. God, for those who are most intensdiy 
aware of Him, is an artist as well as a philan¬ 
thropist; but Mr. Wells's God is only a 
philanthn^nst. He has but one function, 
namely, to conquer death for man. 

Ihose who believe in Mr. Wells’s God will 
thus cut themselves off from some of the 
avenues by Vhich men have actually and most 
intensely experienced God. For the sense of 
God has poured into men, not merely through 
their owh eiSbrts or the efforts of other men, 
but through the achieved beauty of the uni- ^ 
verse; and that beauty has been to them, not 
effort to be valued m^ly for what it is trying 
to be or to do, but the expression of a ^te of. 
being beyond all effort Because Mr. Wells 
makes a distinction between Gkid and his 
Veiled Being,” he would distinguish this 
sense of the beauty of ^e universe from the 
sense of GhxL **God comes to us,” he sayE^ 

^neither out of the stars nor out of tibcKpride 
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of but as a still small voice witfim.*' Btit 
to those who have be^ most aware of Gcd^ He 
has come out of the stars and out of the lilies 
of the field, which are of the same order as the 
stars, being, like them, what we call nature. 
Nature, according to Mr. Wells, is an (SKpres* 
Sion of the ** Veiled Being,'' not of God; and 
so his God does not speak in the beaut}! of 
earth and sky. He does not speak in beiailty 
at all, which is merely a by-product of fnan's 
own mind. It is never the expression of a 
virtue that is not man's; for all nature is of 
the "Veiled Being," who, so far as we know, 
has no virtue, is in no respect of like nature 
with man. 

On this point I can only repeat that JVIr. 
Wells ignores the most intense religious^ experi¬ 
ence of mankind, which is aware of God in 
r nature as well as in the moral sense of man¬ 
kind ; and which, further, is aware of a kinship 
between beauty, truth, and righteousness, since 
it has an absolute value for all three and 
believes that that absolute value is for God. 
The roligious mind does naturally and instinc¬ 
tively platoiipe; but Mr, Wells refuses to 4o 
so because, denying^the immortality of the 
Soul, he sees all life in terms of the sfruj^le 
for life or fKn* life etenial; and beauty has no 
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conBe^n witb that ^struggle. It is, in fact, 

an iinixitelHgible luxury in the life of man. 
But to the Fktonist b^uty affirms that life k 
not all provisional, that God expresses Himsdf 
in all things, and that man is capable here and 
now of the, Beatific Vision; which is a vision, 

• 5 . ' 

not of the philanthropic acts of God, but of 
God Himself, who is to be loved as we love 
beauty, not for what He does merely, but for 
what He is. 

According to the Ch^stian doctrine, God 
and man have this in common, that they are 
immortal; according to Mr. Wells, they have 
everything in common except immortality. 
But the immortality of God seems, with him, 
to be a mere postulate necessary to distinguish 
Him from man; and, just because He is other¬ 
wise so completely human. His immortality 
cuts Him off utterly hrom man. He is man, 
but of a different species, and with one great 
advantage over us which makes all His virtues 
unreal Thus, when Mr. Wells comes to speak 
of the nature of God, he says, Firstly, GM is 
courage,^ But courage, as a human virtue, is ' 
the conqueiihg of the fear of death. In an 
immortal God it is an unreal virtue, like the 
indifference of the rich man to money. When 
Chrutlaiiity says that God is love, it hits 
s 103 



Mdre Emys on Books 

i ‘ t 

upon the (me virtue that h not unreal m an 
immdrtal God, that can be Ehared God Mid 
man. Mr. Wells is a little su^idous the 
saying that God is love. Love may mean 
many thingSy he saya But in that saying H 
means one thing — namely, absolute^;^ valuer 
whidi, for those who see aU things in terms of 
the struggle for life, even for life eternal, does 
not exist. According to the Christian doctrhm 
love is the one virtue common to God and 
man, because both @od and man are capable 
of absolute values, being both immortal. But 
according to Mr. Wells, since God is the one 
immortal being in a universe otherwise entirely 
occupied with the struggle for life, thmre are 
really no virtues common to God and man; 
and all the virtues of mcm, such as hk couri^, 
are in God unreal. 

So his God Himself remains unreal to us, 
and an aibitrary exception in a imivers^ other¬ 
wise occupied with the struggle for life. For 
we are occupied with the struggle for life, even 
though it be for the life of a remote posterity; 
and we .value all thingB and all men, even God 
Himself, as they conduce to this life. But in 
the very notion of Gk>d there is implied mi 
ahaolnte value, not for life, but for God; and, 
when man affirms God, he affirms hk absolute 
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value for that whidi bas absolute value. Hi^ 
concept of life is empty without its content, 
whidb la absolute value, just as for Morris the 
Bodal revolution was empty without its con- 
tent, for the joy of work. So when man 
asserts God here and now, he asserts absolute 
value here and now; he asserts a freedom from 
the struggle for life which man can attain to 
in absolute value even now, here, and in the 
flesh. His absolute values are for him an 
assurance of his immortality, since they are 
what he has in common with God. Because 
men can love like God, they are the sons of 
God, like God in their immortality, not like 
Him in all things except His immortality. 

There is a logic in this theology which is 
lacking to the theology of Mr. Wells. But 
the great interest of his book consists in the 
reality and intensity of his dfort to combine 
his own,religious expmence with a comdstently 
biological concepticui of the universe. The 
^ort" frdls, we think, but in its reality and 
intenid% it reveals truth. For there is a truth 
in the biological conception of the universe 
whidi religion cannot ignore; and, when it 
ignores that truth, it becomes a barren game. 
Our virtues do arise oul of the struggle for 
life; we know what love is from the love €i a 
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mother for ber cbilc^ we ki;iow wbai^ fl^ow^ip 
is from mon'’s co-Oper^tibn^ in earning ,th^ 
living. The fugitive and cloistered virtue 
which e^pes from the stioiggle for life Jb no 
^rtue at all. God, whatever else He may be, 
is certainly not a connoisseur of beautifuisbats; 
nor is He to be found by a search for Him 
which disregards men. The morality whieb 
' Mr. Wells deduces from the' worship of his 
God is a fine one; and the best part of his 
book is concerned with it, especially with 
modem ideas of Sin. For since his C^d is a 
leader' of men and His purposes are man's pur¬ 
poses, sin consists in thwarting His, and man's, 
‘purposes, and not in doing what He arbitrarily 
forbids. There is this great value in the bio¬ 
logical conception of life, that it does see 
morality always in relation to some positive 
purpose and not as an expression of the fear 
of the unknown. It has freed morality from 
taboos and cruel mysteries; it has convinced us 
that virtue is not something arbitrary and un¬ 
natural. 

Bui at the same time it has faikd to find a 
firm basis for that disinterestedness which we 
know to be the ^sence of all virtue Mr. 

tells us that we are to foxget oursdves 
in the conquest of death. He sees all ohr 
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virtues in relation to conquest; he sees 
Ood leading us on "to it as our Captain. But 
idl tlus region and morality of his are based 
upon^ huge assumption, that the conquest of 
death is something that will inspire humanity 
that the soul of man can be fed upon the pro* 
visional. The Christian inspiration is the love 
of mmi as he is, of God as He is. Christianity 
tells man to feed his soul on that, and through 
that to rise above the fear of death. Its 
cardinal virtue, Love, is in its origin a wild 
virtue, the natural love of a mother for her 
child, the natural fellowship of men engender^ 
in the struggle for life. This love is both 
animal and spiritual; it is wisdom and passion f 
it is the harmony of impulse and will. Com* 
pared with it, virtue, having for its aim the 
conquest of death, seems to be artifibicd, and 
too consciously willed. It takes to($ much 
thought for the morrow and not enough for 
actual people and things. It is the result of a 
desperate hope forced out of a conception of 
the universe in its essence despondent. And 
there is something desperate in the very virtue 
of Mr. Wells's God, b^use He is an arbitrary 
. exception ^ to the genera} nature of things as 
.Mt. Wells conceives it. He expresses, a con*^ 

tradietilHi in Ife. Wells's mind, in the wh<dl 
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miii4 of the modem world, which cannot, he 
penhanent. This is the theology pf a tiamd- 
tion; and for that reascm it h^ a dramtic 
interest. The revolution has begun, but It is 
not, as Mr. Wells seems to think, ended, in his 

a* 

own mind or in any other. * 
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P OE^ is the strangest of reputations. His 
collected works fill five volumes; and a 
great part of them is rubbish, some of it not 
even clever. It is not like the hack wox^ of 
a man of genius; rather, there is something 
provincial about it, as if it had been j^oducc^ 
for the literary comer of a country newspaper. 
There is dull, long<winded criticism, accusing 
Longfellow of plagiarism where he had only 
been guOty of remembering other poets; there 
are comic pieces, duller still; and there are 
poems as bad as any man has ever written. 

Yet Poe has fame, and deserves it. But his 
popular fame is based on poems like The 
Raven and The BeUs^ fit to be recited 
at penny readings. I once remarked to an 
Amenean professor of literature that Poe's 
reputation as a poet rested on about six poems. 

Yoti inean,” he answered, ** The Raven, 
The SeUs, Utahme, AhnaSel Lee?'^ And 
T had to say as politely as possible tjhat 1 
^ 109 
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nieftnt Bdne of these. Poe uroused wondef by 
an orticle.m which he described how he wrote 
The Raven, There is nothing won^^^fol 
about it; it is just how one would e^lcjpect 
The Raven to be written; but if he had 
written any of his poems in that n£snner it 
would have been wonderful indeed. 1 doubt 
whether he himself saw the difPerence between 
his bad and his good, between The Raven 
and The Sleeper. Most of his admirers have 
not; and the .strange thing is that a man 
should be famous for what he wrote badly 
while what he wrote well is little known. It 
is the same with his prose. Most people have 
read The Black Cai and The PU and the 
PendvJhm\ not many The MS, Jxmnd m a 
Bottie^ and fewer still The Power of Words, 
Yet The Power of Words is worth all his 
'&unous stories, including even The Gold Beetle^ 
or The Mastery of Marie Roget ; it is one 
of the most wonderful pieces of prose in 
the English language, both for manner and 
for jqsatter, and, if it were the first thing of 
Poe^s one read, one would rush to fhe rest of 
^his prose, expecting to find a writer of the 
highest rank. But one would be disappohited 
with nine-tenthi^ of it; and even the other 
tenth^would not fulfil that promise. , 

no 
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Yet Foe has had as much influence on great 

writers as anyone in* the nineteenth century*/ 
He i^uenced the young Browning in 
songs of Paracelsus; and Tennyson hi the most 
flipous Ijrric in Maud. He influenced Morris 
in the Ikifence of Guinevere volume; and 
in' prbse he did at any rate originate the 
modem detective story, and do it better than 
anyone else. No man, in fact, ever had so 
much influence with so little to account for 
it. But I am^at the moment concerned most 
with his poetic influence and with his poetic, 
magic. For that is the only word for it. 
There is something magical in a very few of 
his poems; something that, when you fall 
under its spell, seems worth whole volumes 
of good poetry, something that takes you be¬ 
yond good and evil, beyond sorrow and Joy— 
something that all the romantic poets aimed 
at yet never attained to. What . certainty of 
music there is in Swinburne! Yet one can 
scarcely listm to it after those few uncertain 
notes of Foe; for even in his best he is alwa 3 rs 
uncertain, Even in The Steeper there are 
obvious and provincial artiflces. But the 
better one knows the poem the less one thinks 
of these I should have to* quote the whole 
of it imd then ask the readmr to learn it by 
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heart before I could hope to make him Ibd 
its enchantment Yet I must quote one» pas¬ 
sage &om it, so that 1 may tempt those liiio 
do not know it to read the whole :— 


% 


Oh, lady bright 1 can it be right— 

This window open to the night? 

The wanton airs, from the tree top, 

Laughingly through the lattice drop— 

The bodiless airs,'a wizard rout, 

Flit through thy chamber in and out, 

And wave the curtain canopy 
So fitfully—so fearfully— 

Above the closed and fringM lid 
’N^th which thy slumbering soul lies hid, 

That o’er the floor and down the wall, 

Like ghosts the shadows rise and fall. 

Oh, lady dear, hast thou no fear? 

Why and what art thou dreaming here? 

Sure thou art come o’er far-off seas, 

A wonder to these garden trees. 

Strange is thy pallor, strange thy dress, 
Strange, above all, thy length of tress. 

And this'all-solemn silentness. 

4 

It is magical by itself; but the spell of the 
poem, lies in the gradual discovei^ that the 
lady is deaf}; and it is not a mere romantic 
charnel-house spell, but the natural thot^ 
straiige expression of real grief. Poe is a 
literary dandy, an'd a provincial dandy at Ihat; 
but there is nothing sadder than ihe tears ^ 
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a dandy when he still keeps something of his 
dandified air while he weeps. This we d6 
know about Poe, with all his airs and grace^. 
that he suffered real sorrows, for he was 
possessed by a real love; and this a few of 
his poems would tell us if we did not know it. 

To Poe this world was strange and beauti-' 
ful; but there was a close, thunderous danger 
in its beauty. He was a strange bird in our 
world, and most of all in America,, always 
homesick for a world he did not know. He 
talks about this life with a great display of 
knowledge; but, even when it is real, it is not 
the knowledge of a native. Tiy as hard as 
he will to be interested in it, he is homesick 
for a home he has never seen; and in that 
homesickness is his magic. How often the 
romantic poet tells us of his sorrows, and how 
seldom we believe in them, even when we 
mijoy his poetry. But we do bdieve in the 
sorrows of Poe as he tells them in this poem, 
and we wish to comfort him like a lost child. 

Take this kiss upon thy brow! 

And in parting from you now, 

This much let me avow— 

You sue not wrong who deem 
That ^y days have befen a dream: 

/ ,Yet if hope has down away 
In a night, or in a day, 
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in vision, or in none, 

U it therefore the less gone ? 

All that we see or seem 
Is but a dream within a dream. 

I stand amid the roar 
Of a surf-tofmented shore, ^41 
And I hold within my hand 
Grains of the golden sand— 

How few 1 yet how they creep 
Through my fingers to the deep, 

While I weep—while I weep. 

O God! can I not grasp 
Them with a tighter clasp? 

O God! can 1 not save 
One from the pitiless wave? 

Is a// that we see or seem 
But a dream within a dream? 

To Poe it all wa* a dream within a dream; 
and never could he believe in it, even when 
it brought him delight. He cared for nothing 
except his wife and his art: and his wife died; 
and even his art was to him a little unreal 
except when he was dreaming of that home of 
his which he had not seen. The greater part 
of h^ writings he produce4 to make a little 
money or to help him to forget the unreality 
(rf li£e,.in mere intellectual activity. Tliat he' 
could ^joy, as we enjoy games or puzdes; 
and so most of hfs writing was to him ma^y a 
game which he played to money or to keep 
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hjn mind free td tlsote tiioughts whidi drove hilaa 
towards madness. At last he drank and took 
dru|^ with the same purpose, and so died dis^ 
reputable. * He was a blackguard of undeniable 
mark,'^some one said of him, as if that were all 
there was to be said. 1 wish that the complete 
edition of his works had not been defaced by the 
malignant memoir of Griswold, who misunder¬ 
stood him with all the venom of stupidity. 
Probably Griswold suffered much from Poe, as 
Poe must have suffered much from Griswold; all 
Poe's friends must have suffered much from him. 
He had, Griswold says, “ little or nothing of the 
true point of honour.'^ His morals were not of 
this world, not because he was superior to it, but 
because he was never at home in it; and this^ 
too, was the cause of his seeming egotism. Life 
hurt him at every point, and he could not forget 
a self that suffered so much. But why did he 
suffer with sudb powers and with every chance 
in his eariy years ? There is no explanation, 
ebc^pi lhat he was not bom for this planet but 
for the star that he tells of in Israfel^ 

)^ere d^p thoughts are a duty. 

Where Love’s a grown-up God— 

Where the houri glancea are 
. imbued with all the beauty 
, Winch we worship in a star. 



More Essays on Books 

He longed for a world wlum inteliect aiul 
passion and conscience are one; tiie sepaxa^ 
tion between them here made each separate 
one of them seem to him unreal ; and to live 
content with that tantalizing unreality was to 
him a servile blasphemy. He was not a com^ 
mon romantic; he did not turn to the%lse 
from mere incapacity to grasp the real; ratlier, 
he had a notion of.a real that ought to be^ 
hinted at in this world of shadows; and this 
notion, the clearer it became, made the shadows 
more mocking and shadowy. He was, as his 
detective stories show, a man of hard intelli¬ 
gence. He might have been a philosopher, if 
there had seemed to him anything in tiiis 
world worth philosophizing about; he might 
have been one of the few real psydiologists, if 
he could have taken human nature seriously.* 
But there was a fatal separation between his 
intellect and his emotions, except in a very 
few of his poems, because he could not value 
life or human nature in comparison with the 
life and the nature of that other planet for 
whidi he was homesidc. So he excised his 
intdleet on mere games, but with a thwarted 
passion which gjves a surprising interest and 
beauty even to his detective stories. One may 
read them oim to discover the mysfe^ of the 
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tale; but one res^ them again to discover the 
mystery of Poe. What kind of man was this, 
who could bring such powers to so trivial a 
task? Perhi^s there is some of that wonder 
even in the popularity of The Raven^ It is 
a tawdry thing, but one can see the intdlect. 
through the tawdriness, the intellect which, 
applies itself to the problem of vulgar effects'' 
ias if it had a task worthy of itself. And 
there is always this passion in Poe even at his 
worst, as if he were distracting himself with 
trivialities from some sorrow to which he dare 
not surrender his whole mind. Even in The 
Raven there is one line which hints at the 
genius that was there wasting itself— 

And each separate dying emtier wrought its ghost 
upon the floor. 

But Poe had a fierce desire for success at any 
price, together with his besetting sense of its 
worthlessness. There he was like Nietzsche; 
he had an itch for popular applause, while he 
despised it. He wished to be Napoleonic in 
literature, to plan great coups, to use all the 
devices of the man of the world in art where 
they are futile. On one side, in fact, he was 
a Utile Byron, and in a sociejy which had no 
use for Byrons 'great or small; but on the 
•oth^ Im was a slighter, more perverse, more 
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defenceless Shelley. And these different ele¬ 
ments in him were incongruous, so that he 
could almost spoil a poem like the Bridal 
Ballad with romantic nonsense:— 

But he spoke to reassure me, 

And he kissed my pallid brow. 

While a reverie came o’er me, » 

And to the churchyard bore me, 

And 1 sighed to him before me. 

Thinking him dead d’Elormie, 

“ Oh I 1 am happy now ” 

But even this, read with the rest of the 
poem, is not quite nonsense, though the d^ad 
d^’Elormie disenchants us, like nearly all Poe's 
high-sounding names; and the rest of the 
poem, like The Sleeper^ grows in beauty and 
pity from the first word to the last:— 

Would God 1 could awaken! 

For 1 dream 1 know not how. 

And my soul is sorely shaken 
Lest an evil step be taken— 

Lest the dead who is forsaken 
May not be happy now 1 

Poe can construct a poem now and again as 
he constnicts his detective stories, letting us 
more and more into the secret with each word; 
but into these few poems he puts the whole of 
his powers as he never does in his stories; and 
he puts them all into that little prose piece 
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Tke Ptmer rf Wards^ where there is ieiip^ed ^ 
the philosophy of one for whom H^v^en Itse^ 
is full of desire and Ihe passion for infinity;; 
for whom it is passion rather than dejight, 
since passion alone in this world had value for 
him* Hiere the spirits are blessed because 
they see what their passions have created and 
that they are not waste upon the meaningless' 
air. And so we feel when we read it that the 
life of Poe was not waste—^there was a power 
in his words, and he can say, like his blessed 
spirit— 

. This wild star—it is now three centuries 
since, with clasped hands, and with streaming 
eyes, at the fe^ of my belov^--5 spoke it— 
with a few passionate sentences—into birth. 
Its brilliant flowers ar^ the dearest of all; 
unfulfilled dreams, and its raging volcanbes 
are the passions of the most tu^ulent and 
unhaliowed of hearts. 
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/ It V, ' 

T here is a character in Mr. Bennett^s 
These Twain called Auntie Hamps^ 
whose object is always to deceive, though she 
has no object in deceiving. Chicane is a habit 
with her, but she does not know that every one 
takes her chicane for granted. We have all 
met old ladies like her, priding themselves on 
their worldly wisdom but unwise in all things, 
trpng to manage every one with a little tactful 
touch that exasperates more than brutality. 
We may itch to tell them that they am not^ 
clever at all; but we know that it wouldL be 
vain. It is their pleasure in life to intrigue 
themselves out of imaginary difficulties, to 
believe that by their skill they ate always 
escaping from dangers that do not exists 
They turn life into a meaningless gaitie and 
get a kind of morbid «fun out of it; they are 
idways playing patience .with an imaginaiy 
adversary, and it Vould be.crudl, if it were 
possible, to undeceive them. 
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These bid laiBes. and idl thote who, whether 
young OT old, n»le or .female, make a parade 
of their worldly wisdom, are survivals from a 
* time when worldly wisdom was taken serioody 
as being a separate art from divine wisdom— 
not so lofty, but more useful Books were 
written to '•^ach it, and of these the most 
f^ous in English is Lord Chesterfield's 
Letters to Ms Son, But Lord Chesterfield 
does not take lus worldly wisdom so serioudy 
as an earlier professor of it. The classic of 
worldly wisdom is the Oraculo Manual y Arte 
de Prudencia of Baltasar Gracian, a Spanish 
Jesuit who was bom in 1601, and died in 1658. 
It has been translated into many languages; 
diere is an English translation of it in the 
Gk>lden Treasury Series by Mr. Joseph Jacobs, 
Ipm^which I quote, and a German by Schopen¬ 
hauer, who praised it highly. His praise makes 
one aspect that he knew less of the world 
than ^he thought; for Gracian, though an 
accomplished writer, is in his mind very like 
•Auntie Hamps. He loves chicane for its own 
sake, and, though he professes to know all 
about ^e world, he is thoroughly afraid of it.^ 
It is for him a p^ce in which you must always 
be On your ^ui^, and wisdom is all 
defensive. 
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, The ve^ headlines of his panigraptis^ proi^ 
this: Create a feeling of dependence—Keep^ 
matters for a time in suspense—Avoid victories 
over soperiors-^Arouse no exaggerated expecla^^ 
timis on entering—Select the lucky and avoid 
the unlucky—Know how to with^w^^inh 
with the few and speak with the many^-^^se 
but do not abuse cunning,these come 
close together, and,, though Graemn somctim^ 
takes a higher line, they are the burden of hU 
boohl As you read it you feel, first, that 
worldly wisdom makes life impossible, and, 
next, that Gracian is not writing about it 
from experience Like the German wilh the 
camel, he is evolving it out of his inner con* 
sciousness; he is as fax froin any reality that 
ever existed as a penny novriette that tells 
us about the wickedness of the nobility: they 
may be wicked, but we know they are not 
wi(Aed in that way. So there may be an art 
of worldly wisdom; but we know that it is not 
Gradanh art; for his is the art of Auntie 
Hamps, well enough expressed, but futile in 
practice. Like her, he sees life as an ^borate 
game played according, to certain rules which 
in real life do not exist. Cautious silence,^ 
he says, ^^is the^ holy of holies of worldly 
wisdom. Mix a|ittle mysteiy with everything, 
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and the very mystery arouses Wueratlox!. Yod 
imitate the divine way when you cause meii 
to wonder and watch.'*'' So Auntie Hamps . 
^thought; but she was mistaken. She mixed ^ 
a little mystery with everything, but she did 
not, cause men, or women, to wonder and 
watchi £v^y one saw through her mysteries, 
and reh:ained from telling her so only because of 
good nature. Men do not watch and wonder 
at those who are always trying to deceive them : 
they are too busy with their own affairs to be 
interested in a game so futile; they shrug their 
shoulders and pass on to do business^ with 
some one who attends to business. Successful 
men of the world, even if as unscrupulous as 
Bismarck, reduce chicane to a minimum—^they 
know that a lie is a last resource; but for 
Gracian, it is the routine of life. If we 
followed his advice, we should be like Metter- 
nich, according to Talleyrand, who lied always 
ai^ deceived never; not like Talleyrand, 
according to himself, who lied never and de*^ 
ceived always. It is the inexperienced and 
the ^rightmied who believe that cautious silence 
is the holy of holies of worldly wisdom. Hie 
man who is sure of himself knows that other 
men clever enough, at least, to suspect 

caiitioiir^ Even William Ihf Silent was silmit 
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only dn a fsunous occasion: al tiiaes he 
CTjojed his own eloquence like most 
men. 

Giadan assumes that all other mra are the 
enemies of the man of the world; but, if that 
were so, he would not be a man of the world. 
He assumes that worldly wisdom always l3kes 
the line of most resistance. 

Mmi's life [he says] is a warfare against the 
malice of men. Sagacity fights with strat^c 
changes of intention; it^ever does what it 
threatens, it aims only at escaping notice. It 
aims in the air with dexterity and strikes home 
in an' unexpected direction, always seeking to 
conceal its game. It lets a purpose appear, 
in order to attract the opponents attention, 
but then turns round ana conquers by the 
unexpected. But a penetrating inteUifience 
anticipates this by watchfulness, and lurks in 
ambush. It always understands the opposite 
of what the opponent wishes it to undmtand, 
and recognizes every feint of guile. . . . 
Sagacity now rises to higher flights on seeing 
its artmoe foreseen, ana tries to deceive by 
truth itself, changes its game in order to 
change its deceit, and cheats by not cheating. , 

It sounds very dever; given a ^ame with those 
rules, that is how you would play it. That is 
how J^its do play it in Protestant hovels, 
and perha|» they have got iheir re^tation 

« ® ^4 



Worldly Wisdom 

from €h»dsii'8 booL But imagine 4 life led 
cm those principles. We have only a certain 
amount of energy, and we should spend it aQ 
in deceiving and being di^ceived; if we^aimed 
always at escaping notice, we should do nothing 
but escape notice, and every one would notice 
us escaping it. This talk of aiming in the air 
with dexterity reminds one of those Chinese 
warriors who think more about the carriage of 
their arms than about killing; while they are 
practising their arts of war they are killed. 

Gracian^s error begins with his premise—> 
** Man's life is a warfeue against the malice of 
man." No doubt men often are mehcious. 
But malice is not their main business, nor is 
it any man's main business to defend himself 
against it. Malice is a risk to be taken in life; 
only in war is it to be assumed, and life is not 
war. You can make a war of,it if you chcmse, 
but, if you do, you certainly are not worldly 
wise. is a fact so plain that only a 

professor of worldly wisdom could ignore it. 
Let any man consider his chief t^pcupations, 
ami he vdll see that they do not consist of war 
against other men; at least, if they do, he is 
pnuctising them iU. The artist, the man of 
science, the priest, the teacher, the physician, 
the workman, the Aopke^^ even,—^not 
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of these is at war, except % distractbn hrom 
his proper business. That is to do or make 
things, not to prevent others from doing ^ 
making them. The tradesman may compete, 
but his first business, and his beast way of 
coB^peting, is to be a good tradesman. Eveipi * 
the lawyer^s proper function is not so m&h to 
dispute as to compose disputes justly. Given 
a di^te, each side to it must be present^ 
as clearly as possible; but a barrister who 
practised Gracian's arts would soon be driven 
horn the courts by the comments of the judges. 
War is an attempt to impose your will on 
some one eke, or to prevent some one from 
iiipi[&ing his will on you. We do npt spend 
bur lives in doing either of these things, and, if 
we did, we should soon all be starving. Life 
continues with some happiness and wdl-being 
because we are, for the most part, occupied 
wi&'a positive businesf of our own, and because 
we do by nature prefer that to the^^ negative 
business of w^. All this is evid^t, but nc^, 
^ Grada^or to Auntie Hamps; and, because 
is npt e^dent to them, they profess a 
peculiar ^, of worldly wisdom which they 
suppose' to be different in kmd fnm oth^ 

^ inriidom and to bepractised consdously by all 
men of the world. 
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No doubt Gracian bed his eyo on ft particular 
world—the world of the court; but ^ error 
was in supposing it to be wise or conducted on 
any pnnciples of wisdom. All men» wiseii'Or 
unwise, are far more spontaneous than be thinks 
them; and the incessant chicane of people l^e 
Auntie Hamps is the result not of design but 
of fear; it is the bad habit of a timid mind. 
No doubt in the court, of a despot like Philip 
IV of Spain, who does not know how to rule, 
there is an incessant war of courtiers, all abraid 
of each other and all trying to rule the king; 
but no man need be a courtier unless he 
chooses, and it is not worldly wisdom to be a 
courtier at such a court. Yet ^ven there 
Velasquez was secure without intrigue, because^ 
he was occupied with his own business and did 
it well. Under the worst rulers there are men 
who make themselves indispensable by their 
ability. They keep • th^r places . better .by 
minding their business than by practising 
0 ll the craft of Gracian. Olivares fell at last 
because of his arrogance and incompet^ce; hf 
made war both abroad and at home and wis' 
defeated, but both wars were of his own 
making. 

It was from a distant observaHon of sudf^ 
people ihat Gracian got his worldly .ydsdom 
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bat he bqgms by misunderstaaidihg them. He 
supposes them to be fSeu: more ddiberate and 
consdous than they or any men ever are. 'Die 
coelNs of incompetent despots do not Indeed hb 
kind of superman, the world itself does jpot 
breed them, and we are sure, as we read him, 
that he has not drawn them from life, l^e has 
seen from afar little men intriguing for little 
objects, and has supposed them to t>e gr^ 
because of their rank. Hb superman is a 
monster who attains to perfection by doing 
what is not worth doing; whereas all exi^dlence, 
evmi of technique, comes from doing what is 
worth doing. 

To Gradan ability is something to be 
hoarded. There is no need, he says, to show 
it to every one. If there is too much displiy 
to-day, there will be nothing to show to¬ 
morrow. Always have some novelty where¬ 
with to dazzle.^ He» thinks of ability as if it 
were the prepared wit of the diner-out which 
he must not repeat too often. He does notl^^ 
know that even wit grows with the exerdse of 
it, that a witty man does not display but 
manifeste it, and that the best wit b that which 
happens. Much of his advice is Ml of the 
timid malice of indrperience. find out each 
man^s thumbscrew. You must know where to 
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get at anyone ”; or, Have a store of imrcasms 
and know how to use them." But it is not 
worldly wisdom to get yourself disliked, as you 
certainly will if you keep a store of sarcasms 
and try to find out each man's thumbscrew. 
You wip be known for your dirty tricks and 
every one wdl despise you for thinking them 
clever. There are people who pride themselves 
on discovering the weak points of others and on 
their own power of sarcasm, but they are those 
who have failed in life or never tried to do 

A 

anything^ There are also some able men who 
cannot resist the temptation of their own 
malicious wit. Lord Westbury was one of 
these; but in that he was not worldly wise, 
for he made enemies who turned against him 
when they got the chance. In the House of 
Commons nothing is hated more than sarcasm 
for its own sake. It may be said that most 
members do not know how to retaliate, but 
there is a better reason. In our modem world 
i^e have at least learned to stick to business; 
and it is assumed that a man who hinders his 
own business by saying nasty things must be 
naturally malignant. 

Gracion, of course, assumes this natural 
malignance in every one. The world to him 
is a sed,‘^dangerous place, in which men elabor- 
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ate wickedness for the sake of the elaboration; 
they are ell stage villains, and one can live 
among them only by learning how to fnistrate 
them. Even the good man must defeat them 
with their own weapons—he cannot trust in 
his goodness. *‘The discovery of deceit,” he 
says, “was always thought the true nourish¬ 
ment of a thoughtful mind, the true delight of 
a virtuous soul.” In fact, the good mans 
business is to be a Sherlock Holmes; but what 
he is to do when he has nourished his mind 
and delighted his virtuous soul with detecting 
deceit, Gracian does not tell us. Life for him 
consists in deceiving and detecting; he does not 
seem to be aware that the mass of men have 
to earn their living by some kind of useful 
work, and have not time to be always deceiving 
or detecting. He is insane in his attitude 
towards mankind because he writes for the 
idle; and there again he is like a penny 
novelette. The art of life is for him an art 
divorced from use—an art that can be practised 
only by those who have nothing useful to do. 
He ^s romantic in a sordid way; for his people 
are as impossibly base as the people in the 
IdyUs of the King are impossibly noble. 
Tennyson's sentiitientality and Grecian's cyni¬ 
cism are both results of the romantic divorce 
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from business; both come from thinking of 
mankind as freed from the struggle for life; 
and Gracian, at least, makes us understand what 
a blessing that struggle is, how it preserves us 
from insanity, from insipidity, from futility. 
There is always some honesty, some positive 
virtue, and usually some charity, in the man 
who has learned to do a useful job really w^. 
He does know what life is like. Khowing how 
difficult his own job is, he makes allowances for 
other men; he assumes that they also are 
tiying to do their job as well as they can and 
not wasting their time in trying to deceive 
each other. Perhaps the greatest virtue of the 
best modern literature is that it remains con¬ 
scious of the fact that the mass of men have to 
earn their living, that it thinks and feels in 
terms of that fact, and does not judge mankind 
with the implacable fastidiousness of the idle. 
The reason why Auntie Hamps is Auntie 
Hamps is because she has no function of her 
own in life; she has to make her own game, 
and it is not as good a game as that which life 
imposes on those who have to earn their living. 
So Gracian assumes a paradise in which man is 
free from the curse of Adam and makes of it a 
silly helL 

A greater man than he was fell into the 
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same state of psychological error, perhaps for 
the same reason. We suspect thal^ Tacitus 
was tempted by his own style into his portrait 
of Tiberius. The detection of the deceits of 
Tiberius was the nourishment of his thoughtful 
mind and the delight of his virtuous«|oul; but 
we know that Tiberius, being a man of business 
with a very difficult job, cannot have spent his 
life in deceiving other people. He may have 
gone mad towards the, end of his life; in 
which case Tacitus misunderstood his madness. 
The Tiberius of Tacitus is the original of 
Gracian and all romantic pictures of impossible 
cunning. He has made inexperienced men of 
letters believe that the great world is conducted 
on those principles; above aU, he has made 
them believe that cunning is far more deliberate 
and self-conscious than it really is, and so that 
it is wisdom. But no man as wise as Gracian's 
supermen could have got his wisdom Grecian's 
way. Wisdom comes of wide, passionate, and 
positive experience; the knowledge of men 
comes of loving them and confiding in them: 
it comes of staking all upon the nobler passions. 
But Gracian is always warning us against the 
passions; they are, he says, the humours of the 
soul; every excess in them weak^s prudence. 

Let a man be so great a master of himsdf 
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that neither in the most fortunate nor in the 
most adverse circumstances can anything cause 
his reputation injury by disturbing his sdf- 
possession.'” No doubt there are men who 
always preserve their self-possession so that 
they may suffer no injury to their reputation; 
but such men have no reputation to be injured. 
They have emptied themselves of content so 
that they may make life easy; they have lost 
their souls in tiying to save them. Above all, 
in their’excessive self-consciousness they have 
cut Uiemselves off from self-knowledge. Those 
reasons which they find for their actions are 
not the real reasons; behind their refusal of 
all spontaneity there is a hidden spontaneity 
of fear, which they will never confess to them¬ 
selves, and so can never master. There is 
nothing real in them except fear, and this 
negative reality they could turn into a positive 
only by confessing it to themselves. They are 
in fact pathological; and from Gracian'’s book, 
if we cannot learn worldly wisdom, we may at 
least learn how to cure ourselves when we think 
we are worldly wise. 
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I T was a happy idea of Mr. Meynell's to put 
some poems of Marvell and Vaughan together 
in one volume and to call it The Best of Both* 
Worlds, The very;title is a light thrown on the 
virtues of these two poets, on their likeness and 
on the difference between them. Marvell is of 
this world; Vaughan of the other; but each 
gives us the best of his own world because he 
is not shut up in it. There is no worldliness 
in Marvell, no otherrworldliness in Vaughan. 
Between them, th^ prove that there is a 
quality common to both worlds because it is 
common to them. It was, indeed, the virtue 
df their age to be aware of this common quality. 
Many then»thought an^ Mt in terms qf 
both worlds; and neither religion nor science 
had set up a partition between them. There 
hMnever been a time in which so many men, 
no? poets by p^ession, have attained to the 
highest excellence in poetry. It is not that, 
like the Elizabetl^ans, they had the knack of 
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pretty songs or were ^governed by a fine con¬ 
vention of art. The best amateur poetry of 
the seventeenth ^ntury escapes from convention 
and dares the utimoBt absurdities in its freedom; 
but the most absurd of them, Benlowes himself, 
can think with the beauty of passion and feel 
with the precision of thou^t. Writing of a 
private music-meeting, he says: 

Sure it was no time to pray, 

The deities themselves then being all at play. 

How could the quality of some music be better 
expressed? It is holy, but with the holiness 
of gods at play. It might have been written 
by Mozart about his own music, had Mozart 
been a poet. All the poets of that age, from 
Milton downwards, see in musk the link 
between the two worlds. They are of a society 
in which men will at any moment gather, from 
fighting or controversy or love-making or 
politics, into a quiet room to make music or 

listen to it. The other world, for them, is not 

\ 

something to which you pay formal compliments 
in church,lor which you try to d&prove with the 
envy of those who have never seen it; it is 
acknowledged, because known, by all; it shapea 
gardens as it shapes music and verse; and at 
any moment they could esdCpe into its peace. » 
They did indeed make the best of botfr 
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worlds, because they had not cut them off 
from each other, because to them beauty was 
a common quality of both. Heaven was not 
all mists nor earth all mud. Vaughan speaks 
of the other world in terms of this one; and 
Marvell of this in the terms of the other. 
You can see Vaiighan, in the midst of his 
dreams, watching the hedges with curious eye. 
It is not that he expects to see angdb hiding 
in them; but the beauty of the earth is to him 
celestial, shaped and coloured by spirit as 
sunlight; and it speaks to him as if it were 
human music. For all beauty speaks, to those 
who reach a certain intensity in their appre- 
.hension of it. It becomes to them personal; 
and they express their sense of the person in it 
through what we call images or myths. But 
they are neither; they are the poet% sense of 
two worlds become one in beauty—of matter 
seen to be spirit because it is seen to be 
beautiful. This happens again and again in 
all the poetry of the world; but nowhere does 
it happen more naturally or with taore good 
faith tha;n in the poetry of Vaughan 

The whole creation shakes off night, 

And for thy sjiadow looks the.light; 

Stars now vanish without number, 

Sleepy planets sht and slumber, 
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The pursy clouds disband and scatter, 

All expect some sudden matter; 

Not one beams triumphs, but from ^ 

That morning star. 

In the beauty of the earth, to those who are 
most aware of it, there is always expectancy; 
as there is in the most beautiful music of man. 
This world is looking for the other and becom¬ 
ing a pert of it in its very expectation. That 
unity of beauty, in which all things are 
beautiful because they play their part in it, is 
a unity of expectation; and Vaughan himself, 
wheiTlie expresses it, is of it. His poetry is to 
us the very mornings we have known ourselves, 
when heaven and earth became one in the» 
fusion of mist and light; and we too were one 
with the flowering sunlit sprays about our path, 
and the bird-songs and flutterings, and the fall 
of gleaming raindrops; all one in holy expecta¬ 
tion. He can say that to us, without saying 
it, so that we live it again and recognize it for 
what it was, the marriage of earth and heaven, 
the best 6 f both’ worlds, only at their best 
when they are thus married. He, in his own 
words, was *Mntimate with heaven as light" 
and no less intimate with earth. 

Marvell, too, through Kis intimacy with 
earth, was intimate with heaven. The worlds 
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ling is one who sees nothing of the other world 
because he sees nothing of this. Thinking of 
everything in terms of something else, he is 
always glancing over his shoulder to discover 
what others are looking at. For him the 
world is like a waiting>rooih at Clapham 
Junction, where he never catches any tr^, but 
waits for pleasure or success that never comes, 
seeing nothing because he is always, waiting 
But Marvell, who had both pleasure and 
success, who must have enjoyed life if eter a 
man did, waited for nothing, but found his 
happiness in the garden where he wak At 
first it seems to be a happiness of pure sense— 

What wondrous life is this 1 lead! 

Ripe apples drop about my head; 

The luscious clusters of the vine 
Upon my mouth do crush their wine; 

The nectaren, and curious peach, 

Into my hands themselves do reach ; 

Stumbling on melons as I pass, 

Insnared with flowers, 1 fall on grass. 

But the very inteiuity of sense, being enjoyed 
by the mind no less than ^e body, awakens 
the spisit to its own delight— 

Here at the fountain’s sliding foot, 

Or at some fruij; tree’s mossy root. 

Casting the body’s vest aside. 

My soul into the boughs does glide; 
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There like a bird it sits, and sings, 

Then whets and claps its silver wings; 

And, till prepared for longer flight 
Waves in its "plumes the various light. 

The very theme of this poem is that passing 
of sense inti^ spirit which its art actually 
accomplishes. They are not two different 
and hostile things as. they seem to the ascetic 
or the materialist, both frightened fools; but 
rather different degrees of intensity. The 
poem itself is all sense, only before the theme 
has possessed the poet; the mind, out of the 
verj^intensity of its delight in all that the 
senses pour into it,— 

Creates, transcending these, 

Far other worlds and other seas; 

Annihilating all that’s made 

To a green thought in a green shade. 

So Shelley said of the poet:— 

He will watch from dawn to gloom 
The lake>reflected sun illume 
The yellow bees in the ivy>bloom, 

Nor heed nor see what things fhey be; 

But from these create be can 
Forms more real than living man. 

Nurslings of immortality. 

It needed a Shelley, in h!s time, to see sudh 
things and to say them; and to many of his 
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time, and ours, his words seem mere musical 
nonsmise. But in Marvell's age many saw 
them and scud them; and they were known to 
be truth. Marvell was a member of Farlia- 
ment, a man of affairs; yet he had the faith, 
the very experience, of Shelley, and expressed 
it in a more matter-of-fact, more concre^, way, 
because it was not a private faith or experience 
of his own but common to many. The very 
fanatics of that age were politicians and soldiers 
too; they banded together and, instead of 
writing pamphlets or poems published privately, 
tried to practise what they preached; they 
seized land on St. George's Hill at Weybridge, 
and there went naked and ate no flesh. 
Shelleys in action were common and talked a 
religious language which, because it was re¬ 
ligious, was the language of other men and 
tinderstood by them. So their action, because 
it was religious, was but the action, carried 
further, of other men and understood by them. 
They wm saints, not cranks, even if trouble- 
some saints. 

Marvell was not a saint or troublesome; but 
he talks the language, even when he trifles, of 
the extreme poets. The theme of his lines to 
his coy mistress was'’worked to death by triflers 
of succeeding generations; it had been worked 
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to death g^erations befoipe. Bat for him, 
even while he still seemed to trifle with it, it 
was an opening to all the spaces of time and 
eternity. The figures of the lover and his 
mistress are like the little, modish figures of 
Fragonard, which move us because their wistful 
Mvolity is set in a vast landscape of cloudy 
golden trees and infinite avenues. There are 
these avenues in Marvell’s poem:— 

Had we but world enough and time, 

This co3niess, lady, were no crime— 

he h^ns like any trifling versifier, but for the 
phrase “ world enough and time.” That phrase 
controls the poem; and he passes at once into 
immensities:— 

We would sit down, and think which way 
To walk, and pass our long love’s day, 

Thou by the Indian Ganges’ side 
Shouldst rubies find: I by the tide 
Of Humber would complain. I would 
Love you ten years before the Flood, 

And you should, if you please, refuse 
Till the conversion of the Jews. 

There follows the couplet wonderful in sound 
and sense— 

My vegetable love should grow 
Vaster than empires and more slow— 

a couplet that makes one think of pumpkins 
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and eternity in one breath, preparing for the 
great stroke of the poem— 

But at my back 1 always hear 
Time's wingfed chariot hurrying near; 

And yonder all before us lie 
Deserts of vast eternity. » 

^ \ ? 

At the end we are left wondering at this art, 
more like the painteris than the poet's, which 
can conjure everything out of nothing by its 
very quality.' In spite of the difference of 
theme it is the quality of Vaughan's:— 

4 

1 saw eternity the other night, ^ 

Like a great, ring of pure and endless light, 

All calm as it was bright— 

the quality of minds that know both worlds 
and always see one in the other. 

But Marvell, the poet of this world felt .to 
the utmost, has more of the wisdom of this 
world than Vaughmi, and is mofe fit for 
anthologies. Most of his good poems are 
good all through, artfully contrived, full of 
audacities on the verge of absurdity and 
delighting us with their hairbreadth escape 
from it. But the best of Vaughan often 
suddenly trembles into life in the midst of a 
dead poem. It is ^ like distant music heard 
suddenly in a dull street, like the other world 
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itself which visits us as a thief in the night. 
Vaughan was always trying to write poems not 
his own but Herbert's; and then he would be 
forced into himself. The first poem of Silex 
Scintillans ” begins thus— ' 

A ward, and still in bonds, one day 
I stole abroad; 

It was high'Spring, and, all the way, 

Primrosed and hung with shade; 

Yet was it frost within; 

And surly winds 

Blasted my infant buds, and sin 

]yke clouds eclipsed my mind. 

We cannot believe in Vaughan's sense of sin 
as we believe in Herbert's; the state of mind, 
like the language, seems not to be his own, 
except in the lines— 

It was high-spring, and, all the way, ^ 
Primrosed and hung with shade. 

So all thro%h the poem he 3delds to his sense 
of beauty and tljen drags himself away from 
it that he may express Herbert's sense of sin. 
But Herbert, because of the conflict in his 
nature, was a psychologist and made his best 
poetry out of the vicissitudes of his own mind. 
Vaughan's mind is troubled only because he 
cannot be always in FaradHto. The fact that 
Paradise comes and goes for him he imputes to 
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hU own sin; but of the sin itself he tells us 
nothing. In his most famous poem, “The 
Retreat,^ he speaks of his own “ 
infancy ”— 

Before 1 understood this place 
Appointed for my second race, 

Or taught my soul to fancy aught 
But a white celestial thought. 

He remembers, or thinks he remembers, a 
time when he was always in Paradise; it is to 
hith the heavenly beauty of the earth, and the 
power of being always aware of it. Then he 
> walked the streets of that shady city of palm 
treesas a child-citizen, and to him religion 
was the belief that he would walk those streets 
again, for ever and securely. We do in memory 
transform our native town into a shady city of 
palm trees with celestial inhabitants; and, to 
those who, like Vaugheui, live on beauty and 
the memory of it, heaven is no# a state of 
goodness merely, but the eternal presence and 
full enjoyment of what is, now, always the 
past. So Vaughan at his best escapes from 
mere piety into this heaven, which is real to 
him because he remembers it. “ God's saints," 
he says, “are shining lights"; and then he 
turns from this conventional phrase to his own 
real religion— ^ 
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They are indeed bur pillar fires, 

Seen as we go; 

They are that City’s shining spires 
We travel to. 

He forgets the saints in the spires and in a . 
moment becomes a poet. When Vaughan 
reaches a certaih intensity of feeling both 
worlds become one to him, as they do to 
Shelley, to Augustine, to Marvell even. For 
all these the opposition of spirit and sense is 
one that happens trough failure. All those 
oppositions with which the mind of man is 
troubTed are but the result of failure to live 
always at a height reached sometimes; and 
what troubles them is not the opposition, but 
the failure to rise above it. Vaughan is more 
troubled than Marvell; for Marvell believed in 
the natural man and in a simple, easy way of 
life. If oply men would cultivate their gardens, 
they might * enjoy the happiness which life 
ofiers them with both hands— 

How vainly men themselves amaze 
To win the palm, the oak, or bays; 

And their incessant labours see 
Crowned with some single herb or tree. 

Whose short and narrow-verged shade 
Does prudently their, toils upbraid; 

While all flowers and all trees do dose 
To weave the garlands of repose. 
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If only the Kaiser had cared more for flowers 
than for what he called success! 

But this doctrine is mere platitude, per¬ 
suading no one, unless it is expressed with the 
poet's passion. You must yourself know the 
happiness this life offers you with bd^ hands, 
if you are to convince others of it. Consider 
the lilies of the field; you must know their 
beauty with all your senses, if you are really 
to prefer them to the glory of Solomon. The 
very words of the saying have the beauty of 
the lilies in them ; it is because we do not see 

# j-. 

it that we desire the vulgar glory of Solomon 
and fight for it. The great over-weening 
nuisances of the world are merely dull of sense; 
their energy is blind and furious because they 
do not know how to enjoy. Napoleon^ was 
the unamusable." That is the wisdom which 
Marvell does not preach but sings. No poet 
is less sensual than he is; for he knows that 
sensuality is mere dullness of sense. Pure 
sense for him has the disinterestedness of spirit 
in it and becomes spirit as it grows more 
intense. That is how one world turns into the 
other and how the best of both becomes one. 
If you have the sense of beauty, which is a sense, 
your spirit is aware of the spirit of beauty. 
So iie says to the Nuns of Appleton House— 
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1 see the angels, in a crown, 

On you the lilies showering down; 

And round about you glory breaks, 

That something more than human speaks. 

All beauty when at such a height 
Is so already consecrate. 

See beauty with enough intensity and you see 
that it is holy. You need all your sense to be 
aware of spirit. 

But, we may be sure, Marvell would not 
have denied the more troubled and straining 
doctrine of Vaughan. The language of this 
world which he spoke was, because of its beauty, 
kin to Vaughan'’s language of the other world; 
there are birds and flowers in Vaughan's 
Paradise as in Marvell's garden. The same 
perversity makes a man blind to both; for 
he is blind to the other world because he is 
blind to this one. Therefore it is well to read 
these poets together, and to remember that 
they lived in a time of trouble like our own, a 
trouble as bitter as ours, though with a diiSerent 
bitterness. Then, as now, men seemed to' 
make the worst of both worlds, because they 
could see neither. They lived, as they live, in 
a nonsense world of their own making; and 
the poets shatter it more gently, but not less 
surely, than the prophets. For they show us 
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the true world of sense, which in their art is 
one. That relation wh|ch is beauty is of both 
worlds; whenpver you see beauty as it is— 

. . . round about you glory breaks, 

That something more than human speaks. 

All beauty when at such a height 
Is so already confsecrate. 

These poets, whether they tride or agonize, 
are a prophecy of the human mind when it 
shall have learned its true business, to be aware 
of the one world of beauty, and to act accord¬ 
ing to its awareness. The hero rushes^ into 
the nonsense world that he may force it into 
sense; the poet also has his own cure for it. 
He is the sim shining on the obstinate traveller; 
he tells us that we have only to cast away the 
cloak of our own blindness and we shall see 
reality. 
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1. The Novels 

T here are few writers, even among the 
greatest, whom their contemporaries can 
without misgiving rank and compare with the 
masters of all ages. Leo Tolstoy, alone of the 
writers of our day, had this undisputed great¬ 
ness. Michelangelo himself had not a higher 
eminence while he lived nor one more certain 
not to be abased by time, l^e very &ct that 
Tolstoy 'writes in a language which few under¬ 
stand, except those whose,native tongue it is, 
makes us the more secure in our admiration of 
him. Since we can only read his works in 
translation and robbed of all their native 
graces of execution, we know that they do not 
beguile us with any unessential or transient 
Ijjeauties. It must be some greatness in the 
man himself that exalts the bare sense of what 
he writes above sense and style togethei: in the 
works of lesser men. But it is only in some of 
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his writings that this greatness is apparent to 
all, only as a novelist that he is an undisputed 
master; knd now it is of his novels alone, and 
in particular of War and Peace and Arma 
Karenina^ that I shall speak. His mind, in its 
strange and troubled journey towards atgoal 
hidden from us and perhaps from himself, left his 
novels far behind; and he came to think little 
of literature in comparison with preaching; 
but here I am concerned only with literature. 

Though Tolstoy''s genius is so plain to all, it 
has no threatening sublimity like the genu?.s of 
Michelangelo. His works move us like epic 
poetry; but they are written in quiet prose, as 
far removed from poetry as any good prose can 
be. They do not overawe us with their great¬ 
ness, but gently persuade us of it; they do not 
make ns impatient of reality, but reconcile us 
to it. Nothing seems to be heightened or 
a^nged in their world, which, though it is 
Russian, grows more familiar to us than the 
world of Anibony Trollope. They are full of 
details^ .which if related by anyone else would 
seem tedious or absurd, but which, as Tolstoy 
tells them, have an inexplicable significance, 
working upon our jninds like the great passions 
and events of tragic poetiy and by a process 
which, if it is slower, is more sure. 
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We take it for granted that prose is inferior 
to poetry and the novel to the epic or the 
tragedy; and, indeed, nearly all novels, even 
of the greatest writers, are inferior; for they 
have not altogether found a law of their own, 
but are still to some extent subject to the alien 
law of the theatre or of narrative poetry. Either 
they aim at dramatic climaxes and a dramatic 
symmetry of plot^ or else they are controlled 
by a poetic principle of selection. But Tolstoy 
has justified the novel as a form of art, and 
plijll^ it upon a level with epic and tragedy 
by freeing his plots from all dramatic clihiaxes 
and symmetry, and by working upmi his own 
prose principle of selection. The novel in his 
hands does not try to do what can be better 
done in a play or a poem. It does something 
different; and it reveals advantages to com¬ 
pensate for its inherent defects. It is im¬ 
possible that a novel should express or com¬ 
municate so intense an emotion as an ^pic or 
a tragedy; but the emotion of Tolstoy's novels, 
if less intense, seems to be more reasonable and 
more closely connected with life as we know it; 
there is not less of it, but it is more diffused. 
In all poetry most of the routine of life must 
be left out; we see epic anti tragic characters, 
even Hamlet himself only at carefully chosen 
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moments of exoeptiobal experience. But we 
see Levin, in Atma Karenina^ engaged in the 
very routine of life, doing things that could 
not be described in poetry. We see him 
packing up before his wedding, and mowing, 
not like an epic hero to the admiration of his 
hinds, but rather indifferently. Now, itiis 
quite true that routine is described in other 
novels, but very .seldom so as to move the 
reader to a serious emotion. Either it is made 
fun of, or else it is only introduced because it 
is necessary to the machinery of the plot, ^o 
other novelist has Tolstoy's power of investing 
it with a profound significance, because none is 
so constantly moved to emotion himself by all 
the details of life. And this emotion in 
Tolstoy is never sentimental. He does not 
force it for the purposes of his art; he does 
not pretend to see more in life than he does 
see, nor affect any preternatural sensibility or 
sagacity. He writes as if his readers were his 
equals, and as if his business was to supply 
them with facts, not with emotions or per¬ 
ceptions, Just as we all find it difficult to be 
just and wise and calm and entirely serious in 
dealing with the ordinary routine of our lives, 
so novelists have th€ same difficulty in dealing 
with routine in fiction. But Tolstoy is happy 
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with it; he seems to have experienced it with 
the sensibility of a poet, with the calmness of 
a philosopher, and with the attention of a man 
of business. His knowledge of all kinds of 
affairs is immense, and he never displays it as 
if he had acquired it for the purposes of his 
art. He writes of war like a soldier, of politics 
like a politician, of farming like a farmer, yet 
never with the narrowness of a specialist, but 
always as if he saw the relation of these things 
to the whole of life, and as if that relation 
we]^ what mainly interested him in them. 
And it is the same with his characters; in 
most good novels there are one or two char¬ 
acters that seem to come out of the writer's 
own personal experience, to be autobiographical, 
while the rest are the result of external 
observation. But nearly all Tolstoy’s char¬ 
acters, male and female, important and un¬ 
important, seem to be autobiographical, and 
not conjectured, but known. He does not 
write, even of his most delightful girls, even of 
Nataasha or Kitty, as if he were in love with 
them, but rather as if he had once been a 
delightful girl himself. There is never any of 
the excitement or romance or mystery of sex 
in his treatment of womdh; but only the 
romance and mystery of life. And thus he is 
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as much interested in the old mother as in the 
young girl, and gives her equal rights in his 
story. Sometimes even he fails with his char¬ 
acters. Fashion is the one thing he cannot 
understand or endure. Thus he makes nothing 
of Helen, the wife of his hero, Fetter, in War 
and Peace; he didikes her so much thlit he 
does not even wish to understand her. And 
Vronsky in Anna Karenina is only a kind of 
Steerforth executed with more care but less 
spirit; one cannot believe that Anna could 
have fallen in love with him. Then he ha^ an 
obvious prejudice against doctors and^ philo¬ 
sophers and Napoleon Bonaparte; and, when 
he yields to this, the great world of his creation 
fades away from him and leaves him preaching. 
But he never attempts to conceal his prejudices; 
and they only make him unjust in his own 
person, not in his conduct of events. Though 
they may interrupt his narrative for a little 
while, they do not pervert it; he soon gives 
over preaching and becomes the unrivalled 
novelist again. 

Complaints have been made that there is no 
clear and consecutive story in his novels, and 
particularly in War and Peace,^ And, indeed, 
no reader can be ^drawn through them by a 
desire to learn what is going to happen next; 
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for in them we are interested in what is 
happening, it never occurs to us to speculate 
about the future, since we are absorbed in the 
present. We do not ask ourselves what Tolstoy 
is going to do with Peter or Levin; we watch 
to see what they are doing with themselves. 
The significance of these books is not in the 
story but in the characters, who seem to control 
whatever story there is. Thus, when a char¬ 
acter appears, our interest in him does not 
depend upon his relation to the story, and is 
not suspended until that relation is established; 
the moment he is introduced we watch him 
for his own sake. What<^ver he says or does 
holds our attention, not for the light it throws 
upon the plot, but for the light it throws upon 
him. The characters, whether they persist all 
through the book or only appear once or twice, 
have an independent life of their own, like real 
men and women. In nearly all novels we know 
that when something happens it will be used 
to further the story; and thus we are on the 
look-out for hints as to how the story is going. 
We can foretell the course of events far better 
than in real life, for we know the ways of 
novelists bettpr than those of Pk'ovidence. 
But in Tolstoy^s novels tfiis prophetic power 
fails us. We cannot tell how events will affect 
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the plot or whether they will affect it at all. 
They are not liffked together in an artificial 
chain of cause and effect; and if we trust to 
them to hold our attention we shall be dis^ 
appointed. 

Yet it is a great pleasure to feel in these 
novels that we are free from this artificial ichain 
of iron necessity, though we may be bewildered 
for a while before we get used to our freedom. 
In particular, it is deHghtful to find that the 
consequences of a wrong or foolish act do not 
attend the unfortunate doer of it all throi^gh 
the story. In other novels, even if the drcum- 
stances of retribution are exciting, they often 
irritate us, because we feel that the retribution 
is more exact than in real life. And, after all, 
who is the novelist that he should pretend to 
know the just punishment for all offences, 
especially when he uses that punishment to 
make his plot ? Real life is often troublesome 
enough; but it would be more troublesome if 
it always punished and awarded according to 
human ideas of justice. Whatever Tolstoy's 
ideas of Justice may be, he does not let them 
control the story; he is content to leave 
vengeance to God, and will no^ tamper with 
probabilities to hasten it. That agreeable 
sinner, Stepan, who in most novels would 
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come to a bad end, in Afma Karenma comes to 
no end at alL He is only perpetually interest¬ 
ing, and, for all his sins, perpetually delightful 
He is one of those people whose sodety in reed 
life we all enjoy; and so we enjoy it in Anna 
Ka/renina, Such men are usually rewarded in 
real life for the pleeusure which they give. The 
world likes them and will not conspire to 
punish them; so Stepan is not punished by 
the world. Tolstoy will not tell lies even to 
point a moral; and he himself likes Stepan as 
M^paulay likes Charles II. 

These stories may seem inconclusive to 
readers who demand that destinies shall be all 
settled at the end of a story. . But they are 
only satisfied at the end of the ordinary novel by 
a mere convention. They would know, if they 
cared to think, that happiness is not assured 
to the hero and heroine by marriage, however 
much they may be in love. The novelist says, 
or implies, that they lived happy ever after; 
but that is only that he may find an excuse to 
have done with them. In tragedy there is a 
real end; and destinies are settled, at least for 
this world, by death. But Tolstoy feels that 
there is a great deal in life of vast significance 
besides tragedy and besides what is conducive 
or subordinate to tragedy. You csi^ot say 
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that War and Peace is a sad book or a merry 
one, any more than you can say that life in 
general is merry or sad. You feel as you read 
it that life is not to be judged by its pleasures 
or pains, nor by any ordinary standard of 
failure or success. It has some unseen goal, 
and men are moved by some unkimwn force 
towards it, and by inexplicable passions when 
they think of it. Every detail of the book, 
however trivial it may seem, is chosen to illus¬ 
trate the working of that force and of those 
passions. For Tolstoy, though he cannot |ell 
us what the goal is or the force that draws us 
towards it, is himself constantly and intensely 
aware of both. It is the peculiarity of his 
genius that he combines this mystical conscious¬ 
ness of what life desires to be with a vast 
curiosity and knowledge of what it is. Mystics 
are apt to be impatient of the routine of life, 
of everything in which the purpose of life, as 
they conceive it, is not clear and strong. But 
Tolstoy has sought for that purpose with a 
scientific ardour and patience, not only in the 
ecstasies of his own mind or in the noblest 
works of God and actions of men, but also in 
all that men do when they seem to be the 
slaves of circumstance and of their own habits 
and errors and appetites. The scientific con- 
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science is so predominsmt now timt sometimes 
it seems to threaten art and even morals. In 
Tolstoy's novels, it is the friend and willing 
servant of both; indeed, his art, his morals, 
and his science seem to be all one, or only 
different aspects of the same power in him. 
His incessant and impartial observation of fact 
has not weakened his sense of purpose, but 
confirmed it; and his realism has not made his 
bopks squalid or incoherent, but only given 
.them a beauty more reasonable and secure, a 
unity more natural and unforced. As we read 
them we feel that they tell the whole truth 
about life, with nothing extenuated and 
nothing set down in malice; and at the end 
we are more in love with life than ever before. 
The great tragic poets show us the glory of 
life triumphing even in death. Tolstoy does 
what is even" harder and more comforting. He 
shows us the glory of life triumphing in the 
midst of its own failures and squalor and 
wearisome routine. 
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II. Tolstoy and Russia 

I N Mr. Aylmer Maude’s book on Tolstoy he 
says many things that he would not have 
said or thought but for the Russian disaster. 
Tolstoy is the Rousseau of the Russian Revolu¬ 
tion. It would have happened, no doubt, in 
some form or other, if he had never been bom, 
but not in^the form it has taken. His ideas, 
however much misapplied, inspire it. Lenin 
and Trotsky were supported in their fresh 
desire for peace at any price, by multitudes 
who had learned from Tolstoy to hate war; 
and all the intellectuals of Russia learned hx>m 
him to believe that the institutions, not only of 
Russia, but of all Europe, are wicked and 
absurd. To them society is not a living thing, 
that inust continue to live even while an 
operation is performed on it; the operation is 
more important than society. Men are in a 
wrong relation altogether; free them from 
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that relation and all will be well. But it does 
not seem to most of us that all is well in 
Russia. So we are all of us,^Mr. Maude 
included, more ready to criticize the teaching 
of Tolstoy than we were when he died. Most 
of us felt that there was something wrong with 
that teaching, even if we could not find the flaw 
in his logic; we were not disposed to accept it; 
and we" are, unconsciously, glad to discover 
that it fails when put in practice. 

Of course, Tolstoy himself would have a 
ready answer to our criticism based on results. 
He was against all force, and the Bolshevists 
use force; they are false to the most essential 
point of his teaching. But to that answer 
another may be made. The resolve to use no 
force does in fact lead to anarchy, in which 
nothing but force prevails. It is vain to say 
that men ought to be able to live without force; 
they are of such a nature that they cannot; 
and the proper aim of society is not to abolish 
force, but to reduce it to a minimum. Mr. 
Maude sees that clearly; he sees that there is 
something mischievous in Tolstoy's te^hing, 
something poisonous to the minds of men less 
strong, less passionate, less able, than he was. 
It is not merely a matter of difficulty of 
application; the doctrine itself must be wrong 
L l6l 
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if the attempt, to {K-actise it leads to disaster, 
for doctrines exist so that they may be prac¬ 
tised, they exist in relation to the facts of 
man's nature; and, where they ignore those 
facts, they are false. 

What, then, is the error of Tolstoy's 
doctrine ? Mr. Maude says that thf duty of 
man is not to do whab he can't, but to do the 
best he can." There is a moral obligation on 
all moral teachers to discover the best that man 
can do, not to set impossibilities before him, 
and to tell him that, if he does not perform 
them, he is damned. For impossibililies, 
because they are impossibilities, are wrong. 
Our problem is not to discover what we ought 
to do if we were different, but what we ought 
to do, being what we are. There is no end to 
the beings we can imagine different from our¬ 
selves ; but they do not exist, and therefore we 
cannot assume that they would be better even 
than we are if they did exist. With them we 
have to assume a whole reality that is not; 
and that reality, since it is a figment of our 
minds, would probably be inferior to the 
reality that is. For tWe is this to be said in 
favour. of reality, that we have nothing to 
compare it with, o Our phantasies are always 
incomplete because they are phantasies, and 
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reality.is complete; we cozmot compare their 
incompleteness'with its completeness. So the 
beings we imagine different from ourselves are 
incomplete. The Bolshevists perhaps have 
tried to be the beings that Tolstoy imagined; 
but they remain in reality as it is, and they 
cannot, in that reality, perform the impossibil¬ 
ities that he demanded of them. 

There was in Tolstoy a dislike of reality, 
which included a dislike of men as they are 
and of himself as he was. like many other 
reformed rakes, he became a Manichee, believ¬ 
ing that the flesh in man is the enemy of the 
spirit and that there can be no truce between 
them. The Kreutzer Somxta is the most 
obvious expression of his Manicheeism; in it he 
sees sexual desire as bad in itself as always a 
temptation of the flesh to the spirit; and for 
him it makes no difference whether those who 
desire each other are married or unmarried. 
Mr. Maude quotes a remark of the hero 
Pozdnishev which illustrates this. A lady says 
to him: ‘^But you are speaking of physical 
love. Don’t you admit the existence of love 
founded on identity of ideals and spiritual 
affinity ? ” And Poziaishev replies: Spiritual 
affinity I Identity of ideaLfl But in that case 
(excuse my rudeness), why do they go to bed 
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together ? Pozdnishev and Tolstoy, and all 
Manichees, hold that there is a necessary incom¬ 
patibility between sexual and spiritual love, 
and that the one destroys thd other; and The 
Kreutzer Sonata was written tb maintain that. 
According to Tolstoy, the flesh sinful, foul, 
ugly in itself; a man must kill it if h^ is to 
attain to any freedom of the spirit. He never 
grasped the idea that flesh is the necessary 
medium of spirit, that through desire men and 
women come to love. But if that is true of 
flesh Ctnd spirit in sexual matt^, it is tru^of 
flesh and spirit in all things. The struggle for 
life exists, in all its forms; it is the medium, 
the necessary condition, of spirit. But to 
Tolstoy it was merely evil, and he told men to 
give it up altogether; which is impossible. 
All those institutions which are based on a 
recognition of the struggle for life as a fact— 
property, law, government—^were to him evils; 
just as the means by which the human race is 
propagated were to him evils. He did not 
wish to make them more completely mediums 
for sniritual life, he wished to abolish them 
altogether; nor did he care in the least what 
would happen if they were abolished. Mr. 
Maude quotes a saying of his to a friend; ^ If 
your starting-point and deductions are sound, 
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never be afraid of practical objections to your 
logical ccmclusions. Otherwise you will never 
say or produce anything original/' Yes! but 
pi'actical objections warn us that our starting- 
point or our deductions are not sound. If a 
man of science makes an experiment which 
fedls, he concludes that there is something 
wrong with his science, not with the nature 
of the universe. Tolstoy concluded alwaya 
that there was something wrong with the nature 
of man, not with his science. He warred 
a^inst the nature of man; he told men to do 
what was contrary to their nature; and, when 
they failed to do it, he washed his hands of 
them. Not in practice; no one can accuse him 
of indifference or of not trying to practise what 
he preached; but his theoiy remained right, 
and men remained wicked. 

For this Manichee state of mind the wicked¬ 
ness is always in those who govern, who 
maintain society as it is; but for them .men 
might escape hrom their chains. So that the 
Manichee may not utterly despair of human 
nature, he makes a figment of the natural man, 
who is prevented from being natural by those 
who govern him. Government, to Tolstoy, is 
something imposed on mankind; institutions 
are all imposed on mankind arbitrarily from 
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outside, by a few perverse fiersons in whom is 
concentrated all sin. If only the natural man 
could free himself from these he would live 
well. Tolstoy never saw that government and 
all institutions are not impositions but growths, 
except where one nation conquers and tyran¬ 
nizes over another. There may be, and sillways 

is, evil in them; but it is n<lt the evil only of 
the few governors, it is not the result of a 
conspiracy; it is the evil of a whole society 
expressing itself in its institutions or in the 
working of them. The Russian Govemmej^t 
was corrupt because corruption is a vice of 
Russians, not because it was government. In 
Russia the natural man is corrupt, not merely 
the unnatural rulers; and so it is with the 
vices of government everywhere. Where they 
persist, it is because the people consent to them, 
not because government in itself is evil. The 
evil remains when government is removed. 

The Manichee in Tolstoy wished to remove 
from human nature an essential fact in' that 
nature, an essential fact in all* life, as we know 

it. wished to remove the flesh which is 
the very medium of the spirit, despairing of 
a hannony between them. He did not see 
that men learn fellowship from co-operation in 
the struggle for life, and love of wife and 
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children through desire. For him, though he 
would not confess it, ihere was a malice in the 
very nature of things which made spirit and 
flesh enemies for ever* (xod, to him, was He 
who commands man m do what he cannot do, 
not He who has made matter a medium for the 
spirit of man. So &e problem of life was not, 
to him, a problem of gradual expression but 
one of sudden renunciation. More and more 
he took a disgust of the very facts of life, 
suppressing his own strong natural rdish for 
those facts; and he condemned all his own 
greatest works because they expressed that relish. 
In his What ia Art ? he condemned the artist, 
said that he had no right of his own to exist; he 
was to be judged by his effect oil the natural man, 
that figment of Tolstoy's own mind, and always 
by his moral effect. As Mr. Maude says 

For Tolstoy the great importance of art to 
mankind lies in the fact that through its 
manifold forms ... we are infected (for 
good or evil) by feelings that the artists have 
^ experienced and transmitted to us. In this 
way we may become united in feeling, ^and in 
our minds the rails are laid along i^mich our 
actions will naturally pass. 

For good or evil" here fheans for moral good 
or moral evil; art is to be judged finally by 
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the actions which it produces. Hierefore, if it 
is not understood by the mass of men and so 
produces no action in them, it is bad art; its 
whole function is to produce good, moral action. 
Now this we know to He absurd, even if we 
cannot state the absurdity. We do not judge 
art by the actions it prod^s, for we d)l not 
know what actions it wiU produce when we 
judge it. We judge it not in terms of morals 
at all, but by its immediate effect on our¬ 
selves ; and we do not ask whether or not some 
one else will be able to understand it. Accord¬ 
ing to Tolstoy, we ought to take a Russian 
peasant with us to a performance of the Choral 
Symphony, and, if it is nonsense to him, that 
must make it nonsense to us. But the effect 
of art on us is beauty; and, when we find 
beauty in it, we do not ask whether others 
find beauty in it, or what the moral effect of 
that beauty will be.' We trust in the God of 
beauty, who was not God at all to Tolstoy, 
because he became a Manichee and feared 
beauty as being of the flesh. But beauty is 
of the spirit and the flesh, it is that harmony 
of both which Tolstoy despaired of. Naturally 
therefore he was impatient of the very word 
and said that it me£it nothing, since he could 
not And its meaning in moral terms, since he 
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could dnd uo help in it for his struggle to 
overcome the flesh. The very lesson of beauty, 
if we need one from it, is that spirit and flesh 
are not enemies, but that one is the. medium 
of the other. When matter is the medium of 
spirit, there is beauty; and we do not need to 
ask what is the moi^ use of that harmony; it 
is good in itself, good to us, even though a 
Russian peasant may not be able to see it. 

The fact is that Tolstoy did a violence to 
himself, forced himself from his proper business 
in^life, and suffered in his whole nature from 
that violence. He is not to be condemned for 
this perversion of himself, which was indeed 
heroic; but we need to be aware of it, if we 
are to understand his ideas and the error that 
is in them. Tolstoy had artistic, but not 
religious, genius. There is in his art a. wonder¬ 
ful ease and richness, but in his religion, and 
his writings upon it, an arid and painful logic. 
That passion, which was free in his art, in his 
religion turned against itself, feared itself and 
the whole nature of the universe. In his very 
refusal to consider the practical effect of his 
doctrines there was fear, as there is in aU 
fanaticism, a fear not of men—^he was far above 
that—-but of himself and bf God. He could 
not trust himself without the help of rigid 
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dogma; and he conceived of this dogma as 
imposed on him by God. It is str^ge that, 
with all his scom of the dogmas of the Church* 
he should not have seen that he wished to 
subdue the soul of man to a worse slavery. 
He- MW himself as a creature of stubborn and 
evil will that must be subdued by obedience 
to command. The problem of life for him 
was the subduing of his own passions; and 
he saw all life in the light of this problem. 
We do not know how much of a rake he 
was in his youth—men of his nature of^n 
make themselves out to have been worse 
than they were—but we do know that he was 
jSerce, obstinate* irritable* contemptuous* and 
always repenting of those faults. His genius 
could not content him; he was angry with 
those writers, especially Turgenev* who glorified 
the artist. When he asked* What do I know ? 
What do I teach ? ” they said that the artist 
teaches unconsciously. ^‘1 was considered an 
admirable artist; and thmfore it was very 
natural for. me to adopt this theory.'^ But 
soon he began to doubt the infallibility of this 
religion. He was forty-six when his doubts 
became an inexorable trouble to him. Then 
he said to himself^ ‘‘Very well; you will be 
more famous than Gogol or Pushkin or 
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Shakespeare or Moliere, or than all the writers 
in the world; and what does it lead to P And 
1 could find no reply at all. Had a fairy com^ 
and ofiered to fulfil all my desires, 1 should not 
have known what to ask.'^ Life seemed to him 
meaningless, and he had to find a meaning in it. 
It^was emptied of values, and he had to fill it 
again. I eould find nothing along the path 
of reasonable knowledge except a denial of 
life; and in faith I could find nothing but a 
denial of reason, still more impossible to me 
th^n a denial of life.^ 

At last, like so many men thus afflicted, he 
saw that he must deny neither life nor reason, 
but himself. But denial of self is a phrase; 
and there was error in his self-denial which it is 
hard to detect and state exactly. It was more 
'negative than positive. That hard, fierce 
troublesome self of his was to him altogether 
an enemy; and he wished to destroy it rather 
than to transmute it. Self-denial became for 
him an end in itself rather than a means to an 
end; and he inshed it to be an end for aU men. 
The aim of religion is self-forgetfulness in the 
gloi^r of the universe; to that Tolstoy never 
attained securely, to the last he saw life in 
negative terms. He sdbdued himself to 
dogma that said—Thou shalt not; and never 
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reached the positive joy beyond. There is the 
reason of his condemnation of art; for art 
expresses that positive joy and says that it is 
good in itself. But to Tolstoy what art 
expresses was not good in itself; it W6is but a 
means to an end; and even his art must be 
the slave of his dogma, like himself. **^80 die 
attracted fanatics to him; and was puzzled to 
find that he did not like them; for he remained 
always greater than his own dogmas, and 
tender to those who could not obey them, 
since he never could obey them utterly hims^. 

Mr. Maude makes us see that to the end he 
was, in himself, the Tolstoy of the great novels, 
a man and not a walking theory. His conflicts 
were always real; and he would be content 
with no easy victory of logic. He set himself 
and mankind an impossible task; he made a 
diagram of life and tried to live according to 
it; but his sympathies were still with men like 
himself, too rich of nature to live according to 
any diagram. He tried to deny his own sense 
of beauty, his own humour, his own passion, 
but he could not destroy his own kindliness. 
And it was the conflict between dogma and 
love that made the tragedy of his last days. 
Of that Mr. Maud^ gives a very clear account; 
according to him, Tchertkof was Tolstoy’s evil 
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genius, the arid fanatic that he tried, and 
failed, to be himself. It was Tchertkof who 
put his dogmas into practice and reduced them 
to an absurdity. At the end, when he had 
fled from his home to die, and feared lest his 
wife should follow him, he said to Tchertkof— 
^‘ You understand that, if she comes here,'l 
shall not be able to refuse her,^ and he began 
to cry. There is a last instance of the struggle 
that raged within him and never came to an 
end, the struggle between dogma and human 
feeling. Then he said, “Evidently I shall 
have to die in my sins.” And Tchertkof 
replied, “ This is not sin, but love, that now 
surrounds you. You have done all you could 
to escape from sin.” That was the best 
Tchertkof could say; he, too, saw all life as an 
escape from sin, and it meant to him Tolstoy's 
escape from his wife. But Tolstoy himself, 
you may be sure, was not satisfied. His last 
words in his diary were: “I see our plans 
have failed. . . His last words were—“ To 
escape ... To escape.” His wife was not 
allowed to see him until he was unconscious. 

It cannot be pretended that he died happy. 
He had given himself over to the power of 
fanatics lesser than himseSf, who denied him 
what his heart most desired. So it is now with 
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his country; and its cry, too, must be—"To 
escape; to escape.'' The greatest of Russians 
was in his whole life a prophecy of his country. 
The richest of gifts, never freedom ; a conver¬ 
sion, a revolution, and after it not the freedom 
it seemed to promise but slavery to dogma 
worse than the slavery to passion. And in the 
case of Russia, as of Tolstoy, we are sad, but 
we do not judge; with neither can we see the 
end. Both know more conflict, more suffering, 
than other men or nations; both seem to 
disappoint those who expect most of them. 

We cannot prophesy the future of Russia 
any more than we can prophesy the future of 
Tolstoy; but we can refrain from judging. 
Mr. Maude, in his book, gives us the facts, but 
does not judge; he makes us feel that here is a 
greater than ourselves, greater not only in art 
but in character; in the very enormity of his 
errors there is greatness. His life was not 
finished here; it was broken off with that 
unsatisfied cry—^‘^To escape; to escape." So 
for us the life of Russia is not finished; her 
failure is not final; in the future she may win 
freedom and pe€u;e for herself and enrich the 
world with the fruit of all her sorrows. 


174 




PXUM-Tlf D BY 

MOBSUSOXV A.ND 01LBB LYD. 
SDl NBURG-K 



A FEW OF 

Messrs. Methuens 

PUBLICATIONS 

AtkiniOB (T. D.). ENGLISH ARCHITECTURE. 

Illustrated. Fifth EdUim. Fcap. Svo, 6s. net. 

BftggaUy (V. Vortley). TELEPATHY, GENUINE 

AND FRAUDULENT. Stcmd EdUian, Crown 8vo, 5s. net. 

BrIb (E» 

lit! THE Grbet God's Han ^Stottdh BdUiofC ^; A Dkaogmt op the 
Blue {^€oemih EdUietii^’, Am Incarnation op the Snow iftomrih 
EdiHefii\ A Mime op Faults (FftA EdiHotAi A Digit op the 
Mooh {TUrtetmih Ediitau); The Livery op Eve (TlibW Editim)i 
A Heipbr op the Dawn Eleventh Ediiiam}i An Essence op the 
Dusk {Fifth EdiHMi)\ The Descent op the Sum {^Eighth 
EdiHtmiyTm Ashes op a God {Third Editum); Bubbles of the 
Foam {Third Ediiun); A Syrup op the Bees (Second Edtiwtiix 
The Substance op a Dream (Second EdUion). Fcaji. 8vo, 5s. net 
each. 

Baring-eoald (8.). THE TRAGEDY OF THE CiESARS ; 
A Study op the Characters op the Cesars op the Julian and 
Claudian Houses. Illustrated. Seventh Ed, Rojral 8vo, 158. net. 
THE EVANGELICAL REVIVAL. Demy 8vo, i6s. net. 

BMkford (Peter). THOUGHTS ON HUNTING. In a 

series of Fandliar Letters to a Friend. With an Introduction and Notes 
by J. Otho Paget. Illustrated. Fourth Edition. De1ny8v017B.6d.net. 

Belloo (H.). PARIS. Illustrated. Fourth Edition, Crown 

8vo, 8s. 6d. net. 

HILLS AND THE SEA. Tenth Edition, Feap. 8vo, 6s. 

net. Also Fcap. 8vo, ss. net. 

ON NOTHIl^. Fourth Edition, Fcap. 8vo, ds. net 

Also Fcap. 8vo. as. net. 

ON EVERYTHING. Fourth Edition, Fcap. 8vo, 6s. net. 

Also Fcap. 8vo, a^ net. 

ON SOMETHING. Third Edition, Fcap. 8vo, 6s, net. 

Also Fcap. 8vo, as. net. 

FIRST AnD LAST. Second Edition, Fcap. 8vo, 6s. net. 
THIS AND THAT AND THE OTHER. Second Edition, 
Fcap. 8vo, 6s. net. 

Bloeufont^ (Bishop of). ARA CCELI: An Essay in 

Mystical Theology. Seventh Ediiwn. Crown 8vo, ss. net. 

FAITH AND EXPERIENCE. Third Edition, Crown 

THE^’CULT OF THE PASSING MOMENT. Fourth 

Edition. Crown 8vOa 5s. net. 

THE ENGLISH CHURCH AND RE UNION. Crown 

8vO| 58. net, 

SCAIA MUNDI. Crown 8vo, 45. 6d. net. 

Braid (Jamos), Open Champion, MOi, 1905, 1906,1908, and 

xgio. ADVANClto GOLF. lliasl&Bted. Tenth Edition, Demy 

Bnm (£%UBle). AN INTRODUCTION TO INTER¬ 

NATIONAL POLITICS. Crown 8v^ 6s. net. 

Ohastertett ( 0 . K.). THE BAI^D OF THE WHITE 

HORSE. Sijeth Edition, Fcap. 8vO|''68. net 



2 


MESSRS. METHUEN’S PUBUCATIONS 


ALL THINGS CONSIDERED. Fourteenth EJkUm, 
Fcap. 8vo, 6 b. net. Also Fcap. 8vo, as. net. 

TREMENDOUS TRIFLES. Sixth Ed. Fcap. 8vo, 6s. net. 
ALARMS AND DISCURSIONS. Second Edition. Fcap. 

8vo, 6s. net. 

A MISCELLANY OF MEN. Third Ed. Fcap. 8vo, 6s. net. 
WINE, WATER, AND SONG. Eleventh Edition. Fcap. 

8 vo, IS. 6d. net. 

THE USES OF DIVERSITY. Second Ed. Fcap. 8vo, 6s. net. 

Clouatoii (Sir T. B.). THE HYGIENE OF MIND. Illus¬ 
trated. Seventh EMHen. l>eniy 8vo, zos. 6d. net. 

Clntton-Brock (A.) THOUGHTS ON THE WAR. Ninth 

Ediiien. Fcap. BvOj zs. 6d. net. 

WHAT IS THE KINGDOM. OF HEAVEN ? Fourth 

Edition, Fcap. 8vo, 5s. net. ^ 

ESSAYS ON ART. Second Edition. Fcap. 8vo, 5s. net 
ESSAYS ON BOOKS. Fcap. 8vo, 6s. net. 

MORE ESSAYS ON BOOKS. Fcap. 8vo, 6s. net. 

Cole (O. D. H.). SOCIAL THEORY. Crown8vo.Ss.net 
CHAOS AND ORDER IN INDUSTRY. Crown 8vo, 

7s. 6d. net. 

Conrad (Joieph). THE MIRROR OF THE SEA: 

Memories and Impressions. Fourth Edition. Fcap. 8vo, 6s. neu 
Diekinson (C. Lowes). THE GREEK VIEW OF L£F£. 

Thirteenth Edition. Crown 8vo, 5s. net. 

Ditohfleld (P. H.). THE VILLAGE CHURCH. Illustrated. 

Second Edition, Crown 8vo, 6s. net. 

Doliaoii (J. F.). THE GREEK ORATORS. Crown 8vo, 

7B. 6d. net. 

EiastelB (A.). RELATIVITY, THE SPECIAL AND THE 
GENERAL THEORY OF. Fourth Edition, Crown 8vo, 5s. net. 
Eliot (T. S.). THE SACRED WOOD : Essays on Poetry. 
Fcap. 8vo, 6s. net. 

Evans (Lady). LUSTRE POTTERY. With 24 Plates. 

Royal Quarto, 52s. 6d. net. 

Fyleman (Eoao). FAIRIES AND CHIMNEYS. Eighth 

Edition. Fcap. 8vo, 3s. 6d. net. 

THE FAIRY GREEN. Third Edition. Fcap. 8vo, 3s. 6d. net. 
Gibbina (H. de B.). THE INDUSTRIAL HISTORY OF 
ENGLAND. With 5 Maps and a Plan. Twenty-seventh Edition. 
Crown Bvo, 5s. 

Gibbon (Edward). THE DECLINE AND FALL OF THE 
ROMAN EMPIRE. Edited, with Notes, Appendices, and Maps, by 
J, B. Burv. Illustrated. Seven Volumes. Demy Svo, each las. 6d. net. 
Also Seven Volumes. Crown Svo, each 7$. 6d. net. 

Glover (T. R.). THE CONFLICT OF RELIGIONS IN 
THE EARLY ROMAN EMPIRE. Ninth Edition. Demy Svo, 
10s. 6d. net. 

THE CHRISTIAN TRADITION AND ITS VERIFICA¬ 
TION. Second Edition, C Crown Svo, 68. net. 

POETS AND PURITANS. Second Edition. Demy Svo, 

108. 6d. net. 

VIRGIL. Fourth Edition. Demy Svo, los. 6d. net 
FROM PERICLES TC^ PHILIP. Third Edition. Demy 

Svo, zos, 6d. net. 



MESSRS. METHUEN’S PUBLICATIONS 


3 


\ 

Ovaiame (Kenneth), Author of *'The Golden Age.” THE 
WIND IN THE WILLOWS. With a Frontispiece by Graham 
Robertson. EkotHih BdUioH, Crown Byo, 7s. 6a. net. 

HaU (fl. R.). THE ANCIENT HISTORY OF THE 
NEAR EAST FROM THE EARLIEST PERIOD TO THE 
PERSIAN INVASION OF GREECE. lUustiated. Fifth EdUum. 
Deny 8vo, ats. net. 

Hare (Bnmham). THE GOLFING SWING. F^h 

RdiHotu Fcap. 8vo, as. 6d. net. 

Hamr (Gherfee 6.). THE AUTOCAR ROAD-BOOK. 

Four Vfdumes, anth Maps. Crown Bvo, each 8s. 6d. net. 

I. South ok the Thames {JSecond EdiUotitt las. net. ii. 
North and South Wales and West Midlands, hi. East 
Anglia and East Midlands, iv. North op England and 
South op Scotland. 

Hawthorne (Nathaniel). THE SCARLET LETTER. 

With 3z Illustrations in Colour, by Hugh Thomson. Wide Royal 
8yo, 31S. 6d. net. 

Herbert (Sydney). NATIONALITY. Crown 8vo, 5s. net. 
Higgs (Henry). A PRIMER OF NATIONAL FINANCE. 

Crown Bvo, 5s. net. 

HUton ( 0 .). THE HEALTH OF THE CHILD. A 

Manual for Mothers and Nurses. Second Edition. Fcap. Bvo, as. net. 

Hobson (J. A.), M.A. TAXATION IN THE NEW STATE. 

Crown 8v<k 6s. net. 

HnAton (Edward)— 

The Cities of Umbria (Fifth EdEion)’, The Cities op I.0M- 
BARDv; The Cities of Romagna and the Marches ; Florence 
AND Northern Tuscany, with Genoa {Third EiEtion); Siena 
and Southern Tuscany (Second Edition) ; Venk.b and Venetia ; 










Naples and Southern Italy. Illustrated. Crown Bvo. Each 


8s. 6d. net. 

Inge(W. R.). CHRISTIAN MYSTICISM. (The Bampton 

Lectures for iBgo.) Fourth Edition. Crown Bvo, 7s. 6d. net. 

Innes (Hary). SCHOOLS OF FAINTING. Illustrated. 

Third Edition. Crown Bvo, 8s. net. 

Jenks (B.). A SHORT HISTORY OF ENGLISH LAW. 

Second Edition. Demy Bvo, las. 6d. net. 

Jones (J. Harry). SOCIAL ECONOMICS. Cr. 8vo, 6s. net. 
Julian (Lady), Anchoress at Norwich, a.d. 1373. REVELA¬ 
TIONS OF DIVINE LOVE. A Version from the MS. in the 
British Museum. Edited by Grace Warrack. Seventh Edition. 
Crown Bvo, 5s. net. 

Kidd (B^amii^. THE SCIENCE OF POWER. 

Nittin Edition. Crown Bvo, 7s. 6d. net. 

SOCIAL EVOLUTION. A New Ed. Demy 8vo, 8s. 6d. net. 
Kipling (Rudyard). BARRACK-ROOM BALLADS. 

ooijth Th^saf^ Fifty-fifth Edition. Crown Bvo, 7s. 6d. net. Also 
Fcap. Bvo, 6s. net; leather, 7s. 6d. net. Also a Service Edition. Two 
Volumes. Square Fcap. Bvo. Each 35. net. 

THE SEVEN SEAS. \yith Thousand. Thirty-fourth 

Edition. Crown Bvo, 7s. _6d. net. Also Few. Bvo, 6s. net; leather, 
7s. 6d. net. Also a Service Edition. Two Volumes. Square Fcap. 
Bvo. Each 3s. net. 

THE FIVE NATIONS. 126/A Thousand. Twenty-third 
EdUiott. Crown Bvo, 7s. 6d. net. Also Fcap. 8vo, 6s. net; leMher, 
7s. 6d. net. Also a Sendee Eklition. dOTwo Vidanies. Square Fcap. 
Bvo. Each 3s. net. 
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DEPARTMENTAL DITTIES. 94M lAomand, T^ihgr- 

fowth BdiHom. Qctimn Sink 71. 6d. net. Also Fai& Bvo^ 68. net; 
leatberi 78, 6d. net. Also a Service Eidition. Tiro Vwnaes. Square 
Fap. Sva Eadi 38. net. 

THE YEARS BETWEEN. 95/^ Tkomand. Crown Svo, 
2^ 6d. net. Also Fcap. 8vo. 68. net ; leather, 78. 64 . net. Aleo a Service 
Edition. Two Volnmes. Square Fcap. Svo. Eadi 3s. net. 

TWENTY POEMS FROM RUDYARD KIPLING. 

Fcap. Bvp, IS. net. 

LuikMtei* (Sir Ray). SCIENCE FROM AN EASY 

CHAIR. First Series. Illustrated. TkirttttUh EdUum, Crown 
Svo, 7s. 6d. net. Also Fcap. Svo, as. net. 

MORE SCIENCE FROM AN EASY CHAIR. Third 

SdiHon, Crown Svo, 7s. 6d. net. Also Fcap. Svo, 33. net. 

DIVERSIONS OF A NATURALIST. Illustrated.lt Third 

Bdiitott, * Crown Svo, 7s. 6d. net. 

SECREFS OF EARTH AND SEA. Crown Svo, 8s. 6d. 

net. 

Leblanc • Maeteriinck (Oeorgette). MAETERLINCK’^ 

DOGS. Translated by Alexandbr Tbixeiaa i^b Mattos. Illus* 
trated. Second Edition. Crown Svo, 6s. 6d. net. 

Lodge (BIp OUtop). MAN AND THE UNIVERSE. 

/eittiJk Edition. Crown Svo, 7s. 6d. net. Also Fcap. Svo, as. net. 

THE SURVIVAL OF MAN: A Study in Unrbcogni^o 
Human Faculty. Sevenih Edition. Crown Svo, 7s. £d. net. &so 
Fcap. Svo, as. net. 

REASON AND BELIEF, Fcap. Svo, zs, net, 

THE SUBSTANCE OF FAITH. Fcap. Svo, *s. net. 
RAYMOND: Or Lipb and Death, illustrated. Twelfth 
Edition. Demy Svo, 15s, net. 

Lucas (B. Y.). THE LIFE OF CHARLES LAMB. 

Illustrated. A New Edition. Two Volumes. Fcap. Svo, ais. net. 

A WANDERER IN FLORENCE. Illustrated. Seventh 

Edition. Crown Svo, los. 6d. net. 

A WANDERER IN HOLLAND. Illustrated. Sixteenth 

Edition. Crown Svo, 10s. 6d. net. 

A WANDERER IN LONDON. Illustrated. Twentieth 

Edition. Revised, Crown Svo, los. 6d. net. 

LONDON REVISITED. Illustrated. Fourth Edition. Crown 


Svo, 108. 6d. net. 

A WANDERER IN PARIS. Illustrated. Fifteenth Edition. 

Crown Svo, los. 6d. net. Also Fcap. Svo, 66. net. 

A WANDERER IN VENICE. Illustrated. Third Edition. 
Crown Svo, los. 6d. net. 

THE OPEN ROAD: A Littlb Book for Wayfarers. 

Thirtieth Edition. Fcap. Svo, 68.6d. net. 

THE FRIENDLY TOWN: A Little Book for the 

Urbanb. Tenth Edition. Fcap. Svo, €s. net. 

FIRESIDE AND SUNSHINE. Tenth StEtion, Fcap. 

Svo, 6s. net. v 

CHARACTER AND COMEDY. Ninth Edition. Fcap. 

Svotds. net. 

THE GENTLEST ART: A Choice of Letters by 
BMTSRT aimMa Hands. Eleventh EdUien, Fcap. Svo, 68. 6d. net. 
THE SECOND POST. SHxth Edition. Fcap. Svo, 6s. net. 
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HEt INFINITE VARIETY: A Fbiiinine PoRT&AtT 
Gallbrv. EU^th EdiHan, Fcap. Bvo, 6s. net. 

GOOD COMPANY: A Rally of Mbn. F 0 k EdUim, 

Feap. 8vO| 6s. net. 

ONE DAY AND ANOTHER. SeuenthBd. Fcap.8vo,68.B«t. 
OLD LAMPS FOR NEW. Seventh Sd» Fcap. Svo. 68. net. 
LANDMARKS. F^hBditim, Fcap. 8vo, & net. 

CLOUD AND SILVER. Fourth BdUum, Fcap. 8vo, 6%. net. 
LOITERER’S HARVEST. Third Bd. Fcap. 8to, 6s. net. 
LISTENER’S LURE: An Obliqub Narration. Fourteenth 

Edition, Few. Bvo, 68. net. 

LONDON LAVENDER. Thirteenth Bd» Fcap. 8vo, 6s. net. 
MR. INGLESIDE. Fourteenth Bditien, Fcap. 8vo, 6s. net. 
OVER BEMERTON*S: An Easy-going Chronicle. 

SevenUentk Edition. Fcap. Bvo, 6s. net. . 

A BOSWELL OF BAGHDAD. Fonrth Editien. Feap. 

Bvo, 6s. net. 

’TWIXT EAGLE AND DOVE. Third Edition. Fcap. 
Bvo, 6s. net. 

THE VERMILION BOX. Fifth Ed. Crown 8vo, 7s. 6d. net 

THE PHANTOM JOURNAL, AND OTHER ESSAYS AND 
DIVERSIONS. Second Edition. Fcap. Bvo, 6 b. net. 

THE BRITISH SCHOOL: AN ANECDOTAL GUIDE 
VTO THE BRITISH PICTURES IN THE NATIONAL 
GALLERY. Illustrated. Fcap. Bvo, 6s. net. 

SPECIALLY SELECTED: A Choice of Essays. Illus¬ 
trated by G. L. Stampa. Second Edition. Crown Bvo, 7s. 6d. net. 

Haodonald (J. R. M.). A HISTORY OF FRANCE. 

Three Volumes. Crown Bvo, each xos. 6d. net. 

Maepheraon (William). THE PSYCHOLOGY OF PER- 
SUASION. Crown Bvo, 6s. net. 

MePontfall (William). AN INTRODUCTION TO 

SOCIAL PSYCHOLOGY. Fiftoenth Edition. Cr. Bvo, 7s. 6d. net. 

BODY AND MIND: A History and A Defbncb of 
Animism. Wfth Diagrams. Fourth Edition. Demy Bvo, sss. 6d. net. 

Maeterlinok (Manrio^. THE BLUE BIRD; A Fairy 

Play in Six Acts. Fcap. Bvo, deckle edges, 6a. net Also Fcap. 
Bvo, ss. net. 

Of the above book Forty-three Ekiitions in all have been issued. 

MARY MAGDALENE. Third Edition, Fcap. 8vo, 
5S. net Also Fcap. Bvo, ss. net. 

DEATH. Fourth Edition. Fcap. 8vo, 3s. 6d. net. 

OUR ETERNITY. Se^ndEdition, Fcap. 8vo, 6s. net. 
THE UNKNOWN GUEST. Third Ed. Crown 8vo, 6s. net. 
THE wrack OF THE STORM. Third Edition. Cro^n 

Bvo, 6s. net 

THE MIRACLE OF SAINT ^THONY; A Play in 
One Act Fcap. Bvo, 3s. 6d. net. 

THE BURGOMASTER OF STILEMDNDE: A Flay in 

Three Acts. Second Edition. Fcap. Bvo, 5a. net 

MOUNTAIN PATHa Second Edition. Crown 8vo, 6s. net. 
The above books are Translated by E Tbixbika om If attos. 
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POEMS. Second Edition, Crown 8 vo, 58. net Doneteo 

En8:lish by Bermard Miall. 

THE STORY OF TYLTYL. Illustrated in Colour. Wide 

Royal 8vo, axs. net. 

Maratt (R. R.). PSYCHOLOGY AND FOLKLORE. 

Crown 8vo, 7s. fid. net. 

Maude (Aylmer). LEO TOLSTOY. With 7 Illustrations. 

Crown 8vO| 8s. fid. net. 

Milne (A. A.). NOT THAT IT MATTERS. Third Edition, 

Fcap. 8voi 6s. net. 

IF I MAY. Second Edition, Fcap. 8vo, 6s. net ‘ 

Norwood (OUbert). GREEK TRAGEDY. Demy 8vo, 

zas. fid. net. 

Oxenham (John). Seven Volumes of Poems. Small pott 

8vo. IS. 3d. net each volume. 

Bees in Amber; All's Well; The King's Highway; The 
Vision Splendid ; The Fiery Cross ; High Altars ; All Clear ! 

Oxford (M. M.). A HANDBOOK OF NURSING. Seventh 

EdiiioH. Crown Bvo, 5s. net. 

Petrie (W. M. FlinderB). A HISTORY OF EGYPT. 

Illustrated. Six Volumes. Crown 8vO| each gs. net. 

1. From the 1 st to XVItk Dynasty. Ninth Edition (los. fid. 
net). II. The XVI 1 th and XVII 1 th Dynasties. Sixth Edition. 
HI. XIXth to XXXth Dynasties. Second Edition. iv. 
Egypt under the Ptolemaic Dynasty. J. P. Mahav'v. 
Second Edition, v. Egypt under Roman Rule. J. G. Milne 
Second Edition, vi. Egypt in the Middle Ages. Stanley 
LanB'Poole Second Edition. 

PoUard (A. P.). A SHORT HISTORY OF THE GREAT 

WAR. With tg Maps. Second Edition. Crown 8vo, 10s. fid. net. 

Prioe (L. L.) A SHORT HISTORY OF POLITICAL 
ECONOMY IN ENGLAND, FROM ADAM SMITH TO 
ARNOLD TOYNBEE. Tenth Edition, Crown 8vo, $8. net. 

Rees (J. F.). A SOCIAL AND INDUSTRIAL HISTORY 

OF ENGLAND, iBis-igiS. Crown 8vo, 5s. net. 

<Baki’(H. H. Munro). REGINALD IN RUSSIA. Fcap. 

8vo, 3s. fid. net. 

Stancliffe. GOLF DO’S AND DONT’S. Being a very 

little about a good deal; together with some new saws for old wood 
—and knots in the golfer's line which may help a good memory for 
forgetting. Seoenih Ediiitnt, Fcap. 8vo, as. net. 

QUICK CUTS TO GOOD GOLF, Second Edition, Fcap. 

Bvo, as. fid. net. 

Stevenson (R. L.). THE LETTERS OF ROBERT 
LOUIS STEVENSON TO HIS FAMILY AND FRIENDS. 
Selected and Edited by Sir Sidney Colvin. Four Volumes. Fourth 
Editio „ Fcap. Bvo, 6s. net each. 

Tilden (W. T.f. THE ART OF LAWN TENNIS. Ulus- 

trated. Crown Bvo, 6s. net. 

Tileston (Mary V.). DAILY STRENGTH FOR DAILY 

NEEDS. Twenty-sixth Edition. Medium ifimo, 3s. fid. net. 
UnderhiU (Evelyn). MYSTICISM. A Study in the Nature 
and Development of Man's Spiritual Consciousness. Eighth Edition. 
Demy 8vo, z^ net. 

Urwiok (B. J.). A PHILOSOPHY OF SOCIAL PRO^ 

GRESS. Second Edition^Jteoised, Crown Bvo, 78. fid. net. 

THE MESSAGE OF PBATO. D^y 8vo, x8b. net. 
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Yaiioii (Hanv). HOW TO PLAY GOLF. lUastrated 

Thirttmth SmUoh, Crown 8vo, 5a. net. 

Watorhonie (EUiabeth). A LITTLE BOOK OF LIFE 

AND DEATH. Selected and Arranged. Twtntuth EdiHon, 
Snudl Pott 8vo« doth, as. 6d. net. 

WUde (Omw). the WORKS OF OSCAR WILDE. 

Fifteen Volumes. Fcap. 8vo, each 6s. 6d. net. Some also Fcap. 8vo, 
as. net. 

1. Lord Arthur Savils's Crime and the Portrait of Mr. 
W. H. II. The Duchess of Padua, hi. Poems, iv. Lady 
Windermere's Fan. v. A Woman of No Importance, vi. An 
Ideal Husband, vii. The Importance of being Earnest, viii. 
A House of Pomegranates, ix. Intentions, x. Db PRopuNDiit 
AND Prison Letters, xi. Essays, xii. SalomA. A Florentine 
Tragedy, and La Saints Courtisanb. xiii. A Critic in Pall 
Mall. xiv. Selected Prose of Oscar Wilde, xv. Art and 

A HOUSE OF POMEGRANATES. Illustrated. Crown 

4to, axs. net. 

Wilding (Anthony F.), Lawn-Tennis Champion 1910-1911. 
ON THE COURT AND OFF. Illustrated. Eighth Ediiwn. 
Crown 8vo, 6s. net. 

Young ( 0 . Wlnthrop). MOUNTAIN CRAFT. Illustrated. 

Crown 8vo, ass. net. 

The Antlquaiw’B Booka 

^ General Editor, J. Charles Cox 

Illustrated. Demy 8vo, Jos. 6d. net each volume 

Ancient Painted Glass in England ; Archeology and False Anti* 

g uiTiES The Bells of England ; The Brassas of England ; 

lELTic Art in Pagan and Christian Times ; Churchwardens' 
Accounts ; The Domesday Inquest ; The Castles and Walled 
Towns of England; English Church Furniture; English 
Costume, from Prehistoric Tuiues to the End of the Eighteenth Cen¬ 
tury; English Monastic Life; English Seals; Folk-Lore as 
AN Historical Science ; The Gilds and Companies of London ; 
The Hermits and Anchorites of England ; The Manor and 
Manorial Records ; The Mediaeval Hospitals of England ; 
Old English Instruments of Music ; Old English Libraries ; 
Old Service Books of the English Church ; Parish Life in 
Medieval England ; The Parish Registers of England ; 
Remains of the Prehistoric Age in England ; The Rohan Era 
IN Britain; Romano-British Buildings and Earthworks; The 
Royal Forests op England; The Schools of Medieval Eng¬ 
land ; Shrines of British Saints. 

The Avden Shakespeare 

Demy 8to, 6s. net each volume 
An edition of Shakespeare in Single Plays. Edited with a 
full Introduction, Textual Notes, and a Commentary at the foot 
of the page. Thirty-six Volumes are now ready, 

ClaBsioi of AH 

Edited by Dr. J. H*W. Laing 
I llustrated. Wide Royal ovo, from 15s. net to 30s. net 
The Art of the Greeks; The Art of the Romans; Chardin; 
Donatbllo; Florentine Sculptors of the Renaissance; 
George Romney; Ghirlandaio; Lawrence; Michelangelo; 
Raphael : Rembrandt's Etchh^ ; Rubens ; Tintoretto ; 
Titian ; Turner's Sketches and Drawings ; Velazquez. 
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The Complete** Berlei 

Illustrated. ^Demy 8vo, from 58. net to 16s. net 

Thb Complutb AiaMiU)i; The Complete Amatboe Boxbb ; The 
Gompuctb Associatiom Footballer; The Complete Athletic 
Trainee ; The Complete Billiard Plater : The Complete Cook ; 
The Complete Cricketer ; The Complete Foxhomter ; The 
Complete Gcheer; The Complete Hockev-Plavbr ; The Com¬ 
plete Horseman; The Complete Jujitsuan (Crown Bvo); The 
Complete Lawn Tennis Plater; The Complete Motorist; 
The Complete Mountainbbr; The Complete Oarsman; The 
Complete Photographer; The Complete Rugbt Footballer, 
ON the New Zealand Ststem; The Complete Shot; The 
Complete Swimmer ; The Complete Yachtsman. 

The GoaneiBgeiip’e Ubvapy 

Illustrated. Wide Royal Svo, 25s. net 

English Fdrniturb ; English Coloured Books ; Etchings ; European 
Enamels ; Fine Books ; Glass ; Goldsmiths' and Silteebmiths' 
Work ; Illuminated Manuscripts ; Ivories ; Jbwellest ; Mez¬ 
zotints ; Miniatukik ; Porcelain ; Seals ; Wood Sculpture. 

Beoki by-R* B. Surtees 

With the original Illustrations in Colour by J. Lbbch and others. 

Fcap. 8 to, ds. net and 7s. 6d. net ^ 

Ask Mamma ; Hanplbv Cross ; Hawbuck Grange : Hilungdon Hall ; 

i ORRocxs's Jaunts and Tolutibs ; Me. Sponge's Sporting Tour ; 
Ir. Facet Romford's Hoonob; Plain or Ringlets? 

Plays 

Fcap^ 8vo, 3s. 6d. net 

Kismet; Milestones; Tvpkoon; An Ideal Husband; The Ware 
C^E; General Post ; Across the Border. 

Fioiloa 

Novels by Richard Bagot, H. C. Bailet, Arnold BennEtt, G. A. 
Birmingham, Marjorie Bowen, Edgar Rice Burroughs, G. K. Ches¬ 
terton, JoSBPH CcmRAD, DoROTHV CONVRRS, M ARIB CoXBLLI, BEATRICE 
Harxadbn, R. S. Hichbns, Anthony Hope, W. W, Jacobs, E. V. 
Lucas, Stephen M'Kbnna, Lucas Malbt, A. E. W. Mason, W. B. 
Maxwell, Arthur Morrison, John Oxenham, Sir Gilbert Parker, 
Alice Perrin, Eden Phillpotts, Richard Prvcb, " Q,” W. Pbtt 
Ridge, H. G. WELta, and C. N. and A. M. Williamson. 

A Complete List can be had on application. 

Biethues’s Two BhlUlug BeMes 

This IS a series of copyriKht works—-fiction and general litaxmtiirB — 
which has been such a popiHar success. If ynu will obtain a list of the 
series you w‘ll see that it contains more books by dfetinguisbed writers 
than any other series of the same kind. You vriU find the volumes at all 
bodcseuers and aa all railway bookstalls. 

BMIhiieu*e One-aad-Blxpeimy Berlei 

The novds in tUs Series ^va taken fiont rank araumg the hosts of 
cheap They are beantifiiUy nrodtioed, well printed in largo type, 

and tastduUy bonnd. The mdoiml --- * ” '■» 

and distinguish this series fironria ripa 
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